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ABSTRACT OP THESIS. 
.» 
Changes i n Methodist Hymnody during the Eighteenth and Nineteenth 
Centuries. Submitted by Roland Hlnd.B.A..M.Lltt* for the degree of M.A. 
At f i r s t the singing was either unaccompanied, l e d by a choir of 
Charity Children, with the Parl6h Cleric as precentor; or accompanied 
by an instrumental band* Tunes were f l o r i d , with much fau l t y 
verbal accentuation. Taste reached i t s nadir 1770-1840. Style 
became s u p e r f i c i a l , boisterous, with repeats and fugal imitations; 
the melody and harmony were crude, deriving from nineteenth century 
I t a l i a n opera* There was s l a v i s h adoration and adaptation of the 
great c l a s s i c a l composers* I n the mid-nineteenth century, through 
the influence of the Oxford Movement, there were surpliced choirs; 
prose chant8 were sung and there were tentative attempts at p l a i n -
song* Tunes were l i k e part-songs* There was also a better type 
of more sophisticated composer who produced good melody and sober 
harmony. Religious music i n America was f a r behind that of England, 
much of i t being orude and vulgar; catchy gospel-conge were 
prevalent* Unskilled composers wrote r e v i v a l i s t tunes with 
choruses* Later a more contrapuntal s t y l e was adopted, with broad 
melody (often in vocal unison with free harmony), a wide gamut and 
free rhythm* At the turn of the century, the Yattendon Hymnal 
pointed towards the English Hymnal* Songs of Syon was austBBe* 
The Oxford Hymn Book included many tunes by S.S.Wesley* 
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I . THE BACKGROUND LEAPING TO THE EARLY NINETEENTH CENTURY. 
Congregational singing i n the l a t e eighteenth century 
suffered from a general l i s t l e s s n e s s and apathy, and was 
coarse almost to irreverence. The i n f e r i o r doggerel of 
Sternhold & Hopkins was made worse by the unrhythmic drawl 
of the s y l l a b i c tunes. I n towns the church p r a i s e , what 
l i t t l e there was of i t , was mostly confined to the few 
ch a r i t y children seated around the organ. Some churches 
had barrel-organs; these had a repertoire of at l e a s t t h i r t y 
tunes and several voluntaries i n common use.^ 1^ Elsewhere 
the music was directed by the p a r i s h clerk who used a p i t c h -
pipe, without any choir; or there might be a c e l l o or a 
serpent. There was an extraordinary variety of stringed and 
wind instruments - banjo, bass-horn, bassoon, b a s s - v i o l , 
l ) Boston: "Church and Chamber Barrel-Organs", pages 1 9 - 2 0 . 
(2. 
c l a r i n e t , concertina, cornet, cornopean, double-bass f i d d l e , 
drum, f i f e , f l u t e , f l u t i n a , French horn, oboe, seraphine, 
t r i a n g l e , side-drum, trombone, vamphorn and v i o l i n . Also 
the baritone, keyed bugle, f l a g e o l e t , harp, ophicleide, 
piccolo and various sax-horns and drums were i n occasional 
(2) 
use. I n "Sketches by Boz" v ' Captain Purday 
"says that the organist ought to be asHamed of himself; 
offers to back himself for any amount to sing the 
psalms better than a l l the children put together, male 
or female". ("Our Parish I I The Half-Pay Captain") 
The Charity Children had an annual gathering i n St Paul's 
Cathedral which continued from 170h to 1877, and which 
impressed Haydn i n 1792 and B e r l i o z i n 1851. The church 
instrumental bands were replaced by organs i n the mid-19th 
century. I n the mid-l8th century^^the organist had only to 
play three voluntaries (which were usually unsuitable 
operatic overtures and dances) and a metrical psalm. The 
psalms were chanted i n the cathedrals but were read without 
music i n the parish churches. Burney (1728-I8lh) hated hymns 
and metrical psalms and a l l congregational singing; i t was 
lined-out and elaborated with grace-notes. Where the l i n i n g -
out was discontinued, the organist would play interludes 
1) . MacDermott: "Sussex Church Music", page 35 
2) . C.Dickeiis ( I 8 3 6 ) . J.S.Curwen "Studies i n Worship Music" 
i s t S e r i e s , page 26. 
3) . Scholes: "The Great Dr Burney", Vol.1, Chapter v i , 
pages 59 -61 . 
( 3 . 
(usually i n a very t r i v i a l s t y l e ) between the verses. At 
Kttln the organ played an interlude at the end of each l i n e 
of the hymn^^- a practice which s t i l l continues i n Germany. 
The interludes between verses have never been e n t i r e l y 
discontinued i n England. Burney's own organ pieces were poor; 
he published two hymn-tunes, "Fordwich" and "Dartmouth11, i n 
the "Psalmodia Evangelica" compiled by Thomas Williams ( 1 7 8 9 ) ; 
t h e i r s t y l e i s t y p i c a l of the l a t e eighteenth and early nine-
teenth centuries. 
Before 1800 there had been a general prejudice against 
hymn-singing i n public worship; Churchmen and Nonconformists 
a l i k e sang l i t t l e except a few metrical psalms. The strong 
and d i s t i n c t i v e "01<i,,,Psalm Tune had largely been forgotten 
and discarded during the eighteenth century. The few o r i g i n a l 
sixteenth century psalm-tunes which did remain i n use were 
C.M. or D.C.M., whereas Dr.N.Livingston and S i r Richard R. 
Terry v ' have demonstrated the great variety of metres and 
rhythms i n the 1635 Scottish P s a l t e r . The e a r l i e r psalm-tunes 
were not i n uniform rhythm but had long notes i n varied 
positions i n the different parts. Long before the nineteenth 
1 ) o Pay: "Music Study i n Germany" pages 1-19-120. 
2) . "The S c o t t i s h Metrical P s a l t e r of AD I 6 3 5 " ( I 8 6 h ) 
"A Forgotten P s a l t e r " ( 1 9 2 9 ) : "CalvinU F i r s t P s a l t e r " ( l 9 3 2 ) 
"The Scottish P s a l t e r of 1635" (1935) See music example 
pages 183a - I 8 3.I 
century the exact and peculiar rhythms were c a r e l e s s l y treated 
u n t i l they disappeared, a l l the notes becoming equal minims 
(except for the cheapening addition of grace-notes). Whereas 
the "Old" P s a l t e r tunes such as"London New" (M.H.B.224) and 
"York" (M.H.B.31+7) were austere, by the l a t e eighteenth 
century the melody had become mae enterprising and the harmony 
more commonplace, with the use of t r i p l e time, flourishes and 
repetitions of words. The better type of eighteenth century 
tune had broad melody and straightforward vigour, and has been 
retained to the present day, e.g. "Wareham" (M.H.B.109), 
"Adeste f i d e l e s " (M.H.B.118), "Easter Morn" (M.H.B.201+), 
"Truro" (M.H.B.272), "Helmsley" (M.H.B.264), "Ridimond" (M.H.B; 
305)» "Carey's" (M-;H;B;3U9)» "Warrington" (M.H.B.389), " I r i s h " 
(M.H.B.503), "Abridge" (M.H.B.550)j "Duke Street" (M.H.B.78i+), 
"Crucifixion" (M.H.B.A.T.28). But the worse type of tune was 
rough, ranting and f l o r i d . During the eighteenth century the 
English hymn-tune had se r i o u s l y degenerated; and many popular 
but inappropriate secular melodies were used.^^ During the 
nineteenth century, psalmody i n i t s s t r i c t sense declined 
rapidly i n England; some metrical psalms are s t i l l i n common 
use but are generally not distinguished from hymns. A s i m i l a r 
decline took place i n the Reformed Churches on the Continent. 
1 ) . H.C.H. page xxiv. 
(5 
The meretricious decoration of rhythm with turns, 
t r i p l e t s and passing-notes and with some unhappy and turgid 
harmony was c h a r a c t e r i s t i c of the p e r i o d . J . S . C u r w e n 
(2) thought that the long notes were slovenly gathering-notes. x ' 
After 1800 a crude lack of sensitiveness to verbal accentuation, 
d u l l rhythms of equal notes, and phrases of si m i l a r unvaried 
length and accent became increasingly customary. Equal notes 
were used i n Rippon's C o l l e c t i o n , Cheetham's Psalmody, the 
"Union Tune Book", H.A.M. ( l 8 6 l and l a t e r ) and most other 
c o l l e c t i o n s . I t was W.H.Havergal who revived the o r i g i n a l long 
notes i n h i s "Old Church Psalmody" ( 1 8 4 7 ) , followed by C.Steggall 
i n h i s "Hymns with Proper Tunes" (182+9) • These unequal notes 
were restored i n the better sort of twentieth century books such 
as Y.H. (1899), E.H. ( 1 9 0 6 ) , 0.H.B.(1908), S.P.(1925), CH. 
(Revised 1927) and the various editions of the "Public School 
Hymn Book". 
Hymns were introduced to the Nonconformists by Watts, 
Doddridge and Wesley and to the Anglicans by Newton and 
Toplady. S i r George Dyson points o u t ^ that the Methodist 
Revival stimulated a greatly needed improvement i n the Church 
1 ) . See F r o s t : "English & Sco t t i s h Psalm and Hymn Tunes", 
pages 389-392 for " T a l l i s ' s Canon". 
See Music Example, x>age 5 a , for "York" as published i n 
1828 and in 18U4. 
2) . "Studies I n Worship Music" 1 s t S e r i e s , page 290. 
3) . "The Progress of Music" page 36 . 
'•York'1 (M.H.B.347) as i n Qandy*8 '•Psalmody"(1828). (5a. 
The Revd. S. W. Gandy was v i c a r of Kingston-cum-Riehmond. 
This extraet i s as printed i n Lightwood: H & S, pgae 977. 
fit 1 Mi i\U 






"York'1, as published i n 1844, began thus: 




of England, "but that i t led unhappily to the crude ineptitudes 
of 3ater r e v i v a l i s t tunes. The hymns of Watts and Wesley 
resulted i n a new kind of congregational singing, which i n 
turn produced a new kind of tune, not as dignified and s o l i d 
as the "01d"Psalm tune, and at i t s worst becoming f l o r i d and 
secular, i n s t y l e . I n the "Cyclopaedia" (1802-1820) edited 
by Abraham Rees, D.D., Burney says (under "Liturgy") that the 
Methodists love " l i g h t , a i r y and f a m i l i a r music", and "ballad 
and b a r r e l organ tunes, out of the s t r e e t , adapted to t h e i r 
hymns". 
There i s a considerable difference i n the s t y l e of 
"Victorian" hymn tunes of, say, 1840 (which are b l a t a n t l y 
boisterous and flamboyant), 1870 (which exhibit euphonious 
suavity or chromatic sentimentality or weak i n s i p i d monotony) 
and 1900 (which i n i t i a t e an e n t i r e l y f r e s h s t y l e ) . The 
accession of Queen V i c t o r i a may be taken as a watershed i n 
English Church music; the overwhelming dominance of Handel 
began to show some sign of abating. C l a s s i c a l composers l i k e 
Haydn, Mozart and Beethoven had widened the scope of both 
vocal and instrumental music and had given i t c l e a r e r 
d e f i n i t i o n of form. The l a t e eighteenth and early nineteenth 
century was a period of b l i n d adoration of Handel, e s p e c i a l l y 
1 ) . Scholes: "The Great Dr Burney", Vol.11, chapter L V T I I , 
page 199• 
(7 
of h i s oratorios (above a l l of "Messiah"); even throughout 
the whole nineteenth century the influence of four foreigners, 
Handel, Haydn, Mendelssohn and Gounod, remained very 
considerable. The period 1770-1840 represents the nadir of 
a l l English Church music. Secular music from the c l a s s i c s 
and from part-songs was adapted to hymns, often with much 
repe t i t i o n of the words. Conventional l i b r e t t o s were arranged 
from B i b l i c a l t e x t s . The Revd. Rowland H i l l used Arne's tune 
"Rule Britannia" to an arrangement of James Thomson's words, 
as an early nineteenth century hymn, from which I quote a t y p i c a l 
stanza: 
When Jesus f i r s t at Heaven's command 
Descended from His azure throne, 
Attending angels joined His p r a i s e , 
Who claimed the kingdoms for His own. 
H a i l , Immanuel. Immanuel we'll adore, 
And sound His fame from shore to shore. 
I t i s a bad practice to arrange excerpts from the great masters 
which were designed for instruments and not for voices, or 
for secular purposes each as opera. Not a l l good music i s 
suitable as church music. I t i s not good to carve a few bars 
from a c l a s s i c a l master and turn them into a hymn-tune. Yet 
such arrangements were common throughout the century and are 
s t i l l being used i n the music f o r Sunday School anniversaries, 
Whit sun F e s t i v a l s and the l i k e , e s p e c i a l l y i n the north of 
England. "The Crown of Jesus", a Roman Catholic "book s t i l l 
l a r g e l y used, consists mainly of arrangements, although the 
( 8 . 
l a t e S i r Richard R.Terry waged a crusade for a "better standard 
of r e l i g i o u s music i n that Church. The Revd. T.Helmore 
harmonized Gregorian Tones and L a t i n plainsong i n h i s "Hymnal 
Noted": hut i n 1875 the "Music of the Appendix to the Hymnal 
Noted" (also c a l l e d the "St Alban's Tune Book") goes to the 
other extreme "by deriving hymn-tunes from a l l sorts of sacred 
and secular sources. Some years ago I was present at a Sunday 
School anniversary i n South Yorkshire at which a truncated 
poem was set to the Minuet from "Berenice", and a hymn with 
r e f r a i n to a theme i n Schubert*s A.Minor Quartet (Op.29). 
This s l a v i s h imitation was prevalent i n the church music 
(including that of the Methodists) of the early nineteenth 
century. The " f l o r i d " sham-Handelian legacy of the l a t e 
eighteenth century merged into an operatic s t y l e i n hymnody, 
following nineteenth century I t a l i a n t a s t e , as formerly i t 
imitated the "baroque I t a l i a n taste t y p i f i e d "by C o r e l l i and 
esp e c i a l l y by Handel. Dr Samuel Arnold ( 1 7 4 0 - 1 8 0 2 ) , organist 
of Westminster Abbey, who composed "Leamington" (M.H.B.465) 
and "Arnold's" (M.H.B.736)j^ 1^ made an anthem from Arne's 
overture to "Artaxerxes" - see "Arlington" (M.H.B.372). Arnold 
& Calcott's "Psalms" (1791) included "Arnold's" (M.H.B.736) and 
"Ple y e l " (M.H.B.555). "Hindley" (M.H.B. I 8 7 6 ed., hymn 264) 
1 ) . The harmony of "Arnold's i n M.H.B.(I876), which was 
altered i n M.H.B.(1904), i s restored i n M.H.B.(1933). 
9 ) . 
i s an arrangement from the march i n Handel's "Scipio". "Samson"'^ 
(M.H.B.1+18) i s from the chorus "Then round about the s t a r r y 
throne" i n the oratorio of that name; the o r i g i n a l i s i n 
key F; i n M.H.B.(1933) i t i s lowered a tone; t h i s 1933 edition 
i s nearer to the o r i g i n a l i n l i n e 3 than i s the 1904 edition 
(hymn 3 8 5 ) ; but the 190U edition i s nearer to the o r i g i n a l 
i n l i n e k than i s the 1933 edition. A few out of many others 
arrangements may be mentioned: "Sardis" i s from the theme 
of ^Ti 11 i n i n f i i "Romance i n G" for v i o l i n and small orchestra. 
Op.ho. M.H.B.555 i s from the slow movement (Andante & v a r i a t i o n s ) 
of Pleyel's Quartet, 0 p . 7 » No.h, and "Mount Sion" (M.H.B.390) 
i s from another of h i s instrumental quartets. "Foundation" 
M.H.B.133) i s an arrangement by H. J . Gaunt l e t t from the /Oif%> 
Symphony i n D, "Otterbourne" (M.H.B.710) i s from a slow 
movement, "Austria" (M.H.B.16) i s from the "Emperor Quartet" 
composed i n 1797, " P e t i t i o n " (M.H.B.527) i s from the chorus 
"God of Lig h t " i n "The Seasons" - a l l by P.J.Haydn. Dr J.Alcock 
(1715-1806) who was organist of L i c h f i e l d Cathedral (17I+9-1760) 
published the "Harmony of Jerusalem" ( 1 8 0 1 ) , a c o l l e c t i o n 
of 106 hymn-tunes which consisted l a r g e l y of adaptations. 
K.H.MacDermott^1^ refer s to a hymn-tune adapted from the 
Andante of Beethoven's Pianoforte Sonata i n A.Plat (0p.2J$>). 
1 ) . "Sussex Church Music of the Past" page 75 
(10 
I t was a very decadent period; the editors include i n t h e i r 
compilations the very tunes to iti i c h i n t h e i r prefaces they 
object - the "fuguing" or mis-named "Old Methodist" tunes. 
The doxology and "Hallelujah" were common and very threadbare 
codas to hymns i n t h i s period, a s t a l e convention which 
possible began with the anthems of Henry P u r c e l l . 
Naturally some better tunes also were produced during 
t h i s time, among which may be mentioned: 
"Kilmarnock".(M.H.B.50); a good pentatonic tune - a l b e i t with 
a monotonic alto - which was composed cl823 and published 
i n "Parochial Psalmody: A New Collection of the Most 
Approved Psalm Tunes" (J.P.Clarke, 2nd edition, 1831). 
C.H. supplies a faux-bourdon on i t . Neil Dougallj the 
composer, was born' at Greenock i n 1776. Turning to 
music after a naval accident i n 1794, he conducted a 
singing c l a s s , and composed some hundred hymn-tunes. He 
died at Greenock i n 1862. 
"Attwood". (M.H.B.293); an adaptation of an anthem written i n 
1831 by Thomas Attwood (I765-I838) who was a pupil of 
Mozart and organist of St Paul's Cathedral. S i r W.H. 
Hadow says i t shows good rhythm - (but i t i s perhaps a 
l i t t l e too d i f f i c u l t for the average congregation), ( l ) 
"Russia" (M.H.B.901); written i n 1833 by Alexis Feodorovich 
Lvov who was born at Reval i n 1799 and died at Kovno i n 
1870 (not 1871 as stated i n M.H.B.). He was Director of 
Music at the Imperial Court. 
"Hyfrydol" (M.H.B.380); written by Rowland Hugh Pritchard 
cl830, published i n "Halelwiah Drachefn" (1855). Except 
for one note, i t i s within the compass of a f i f t h . The 
Harmony i n C.H. and B.B.C. i s better than i n M.H.B. 
Vaughan-Williams has an organ prelude on i t . Pritchard 
(1811-1887) composed hymn-tunes and anthems, and edited 
various c o l l e c t i o n s including " C y f a i l l y Cantorion" ("The 
Singers' Companion") 1844* 
"St Columba" (M.H.B.51) from George Petr i e ' s C o l l e c t i o n i s 
probably of t h i s period. 
1 ) . I n "Hymn Tunes" (CM.8.Occasional Papers). 
(11. 
l?Brynhyfryd" (M.H.B-8Q6) by John Williams of Dolgelly; 
published i n John Parry's "Peroriaeth Hyfryd" (1837). 
A typical "book i s : 
"A Collection of Psalm Tunes, Intermixed with Airs adopted as 
such from Haydn, Purcell, Handel, Cor e l l i &c. Set for four 
Voices, for the use of Choirs and Families" (S.Webbe j r . 1808). 
Handel's a i r "He shall feed His flock 1 1 i s adapted to a verse of 666688 and called "Messiah". 
"Hanover" (M.H.B.8) i s attributed to Handel. 
"Falcon Street" (M.H.B.680) is called "Newton". 
"St Mary" (M.H.B.175) is attributed to Dr Croft. 
"St Magnus" (M.H.B.72) i s called "Nottingham" 
"London" (M.H.B.22U) is attributed to Dr Croft. 
"Easter Mom" (M.H.B.201+) i s attributed to Dr Worgan. 
"Leasowes" i s a L.M. arrangement from Haydn's "With verdure 
clad"; i t has a curious jump from women's to men's voices. See 
Music Example page 11a. 
"Rockingham" (M.H.B.182) is called "C.aton" 
"Adeste fideles" (M.H.B.118) i s used as a L.M. for T.Ken's 
morning hymn (M.H.B.931). 
"Halton" i s a L.M. arrangement of Haydn's "The heavens are 
t e l l i n g " . 
"Hindley" i s an arrangement from the March i n "Scipio", Act I , 
Scene 1. 
"Burford" (M.H.B.193) - which f i r s t appeared i n Cheetham's 
"Psalmody" (1718) - is called "Walton" and attributed to Purcell. 
"Uffingham" (M.H.B.570) i s called "Evening Hymn". 
"Grosvenor" (M.H.B.576) i s called "Christmas Hymn". 
"Wirksworth" (M.H.B.36U) i s called "Barton" 
"Carey's" (M.H.B.3^9) i s called "Woburn". 
"Duke Street" (M.H.B.78U) i s called "Honiton". 
" I r i s h " (M.H.B.503) i s called "Dublin" 
(11a.. 
f,A Collection of Psalm Tunes"(S.Webbe j r . 1808) 
"Leaso^es". L. N. Haydn. 
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(12. 
"Austria" (M.H.B.16) i s called "Cheadle" 
"Old 12l+th" (M.H.B.912) i s called "Montagu". 
TUNES WITH REPEATS. 
The so-called "fugal" tunes "became the fashion, with 
imitative points of music. The tune wou3d "be longer than the 
words, involving the repetition of a line or parts of lines i n 
each verse of a hymn; often "by one voice-part only at f i r s t , 
the others successively joining in u n t i l a l l sing together at 
the end. J.S.Curwen says that such tunes were usually composed 
"by Nonconformist amateurs, being an imitation i n miniature of 
oratorio style, and that "tunes which repeat the last l i n e are 
inevitably more emotional, more declamatory, more robust than 
the tame syllabic t u n e s " . B u t when the tune f i t t e d the 
syllables badly the results became ludricous and caused more 
amusement than devotion - cf. the village choirs described i n 
George Eliot's "Scenes of Clerical L i f e " and i n Washington 
Irving's "Sketch Book". K.H.MacDermott quotes^2^ from Adam's 
"The Psalmists's New Companion", wherein the f i r s t verse of 
Psalm CXXVII (Sternhold & Hopkins) is thus printed: "Ci, Cities 
and Holds, Ci, Ci, Cities and Holds to watch and ward". The 
syllable "Ci" has a minim to i t s e l f i n one bar, and i n 
another i t has a dotted minim with a rest after i t . In 
verse 3 of the same Psalm occurs: "Of his great l i b , of his 
great l i b , of, of, of his great l i b e r a l i t y " , Psalm LXII has: 
1) . "Studies i n Worship Music". 1st Series, page 310. 
2) . MacDermott: "Susex Church Music" pages 8J+-85. 
(13. 
"And the l i t t l e , l i t t l e , l i t t l e , l i t t l e , l i t t l e , l i t t l e , hi^!». 
R.B.Daniel^1^ quotes " I love to steal://: awhile away"; "And 
how-wow-wow "before Thy throne". Other grotesque results of 
such repetitions were: 
His "bow-wow-wowells yearned with love. 
0 God, what "boots ://: i t to sing on, 
0, s t i r the stu ://: the stupid hearts of men. 
0, what a mess://: 0 what a messenger of love. 
I ?ve caught my flee ://: I've caught my flee t i n g "breath. 
0 catch the flee ://; the fleeting hour. 
He's our "best "bul ://: He's our "best "bulwark s t i l l . . 
Bring down sal ://: "bring down salvation from the skies. 
A sac ://: a sacrifice to Thee. 
0 for a man ://: 0 for a mansion i n the skies. 
My poor pol ://: my poor polluted heart. 
0 take Thy mourning p i l : ://: 0 take Thy mourning.pilgrim. 
A cop ://: a copy, Lord, of Thine. 
The Revd. Rohert Seagrave M.A., a Methodist vicar, wrote words 
in 17k2 which, when sung to the tune "Dartford" (cl78o), were 
thus repeated: 
Rise, my soul, and stretch thy wings, 
Thy "better portion, "better portion trace; 
Rise from transitory things, rise from transitory things 
Tow'rds heaven thy native place, tow'rds heaven thy 
native place. 
Time shall soon t h i s , time shall soon t h i s , time shall 
soon this earth remove; 
Rise, my soul, and, r i s e , my soul, and, r i s e , my soul, 
and haste away, r i s e , my soul, and haste away 
To seats prepared ahove. 
The following extract i s from Eraser's Magazine (September 1860) 
The particular choir i n our own church we recollect well 
to this day, and some of their most str i k i n g tunes. We 
used to l i s t e n with mingled awe and adniration to the 
performance of the 18th Psalm i n particular. Take two 
lines as an i l l u s t r a t i o n of their style: 
"And snatched me from the furious rage 
Of threatening waves that proudly swelled." 
The words, "and snatched me from", were repeated severally 
1) Daniel: "Chapters on Church Music" page 12 
by the trebles, the altos, the tenors, and the bass 
voices; then a l l together sang the words two or three 
times oyer; i n l i k e manner did they toss and tumble 
over "the furious rage", apparently enjoying the 
whi r l i g i g scurrying of their fugues, l i k e so many-
kittens chasing their own t a i l s , t i l l at length, 
after they had torn and worried that single l i n e , even 
to the exhaustion of the most powerful lungs - after 
a very red-faced bass, who kept the village inn, had 
become perceptibly apoplectic about the eyes, and the 
bassoon was evidently blown, and a t a l l t h i n man, with 
a long nose, which was his principal vocal organ, and 
who sang tenor, was getting out of wind - they a l l , 
clarionet, bassoon,violoncello, the red-faced man, the 
t a l l tenor, and the rest, rushed pell-mell into "the waves 
that proudly swelled". 
These tunes were not regarded favourably by the Methodist 
leaders; John Wesley condemned them because of their "vain 
repetitions" which were contrary to Scripture. They were most 
prevalent from 1785 to 1835, but their use survived much later 
and i s not yet altogether extinct. Some tunes i n general use 
today were origin a l l y of this kind, but have been re-arranged 
and re-harmonized so that the separate entry of the parts has 
been abolished, thus avoiding the incongruous p o s s i b i l i t i e s 
which might ensue where the repetition involved only part of 
a l i n e . 
Tunes from the eighteenth century have recently been 
revived i n several Church of England and Free Church hymn 
books. Some eighteenth century tunes were very elaborate -
almost l i k e short anthems (though of inept style and poor 
quality). When different voices entered with points of 
imitation, often with banal crudity, i t caused different 
words to be sung simultaneously - this especially aroused the 
opposition of John Wesley, who wrote: 
(15. 
The ancient composers studied melody alone: the due 
arrangement of single notes: and i t was by melody alone, 
that they wrought such wonderful effects. Ever since 
harmony was introduced, ever since counterpoint has been 
invented, as i t has altered the grand design of music, 
so i t has well nigh destroyed i t s e f f e c t s " . ( l ) 
As late as 1805 such tunes were banned by the Methodist Con-
ference (but without any ef f e c t ) . There are many i n Rippon's 
"Collection", especially i n the later editions, and i n 
"British Psalmody" (18*4+). 
A more austere sort of the same method was i n the "Tunes 
i n Reports" of the older Scottish psalters^ 2singing different 
words at the same time was also a result of cross-rhythms due 
to syncopation, as i n such tunes as the "Old 132nd" (0.H.B.152). 
By comparison the later Victorian tune lacks v i t a l rhythm and 
interesting melody, for which i t attempted to compensate by 
harmonic colour. Anyhow the old "fuguing" tunes cannot be so 
successful today with smaller choirs, depleted congregations 
and more moderate religious expression. 
What are the "Old Methodist" Tunes? 
At the beginning of the nineteenth century the "Old" 
psalm-tunes had f a l l e n out of use; the tunes generally em-
ployed were: "Burford" (M.H.B.193), "St Magnus" (M.H.B.72), "St 
Ann" (M.H.B.878), "St James" (M.H.B.307), "Bedford" (M.H.B.155), 
"St Mary" (M.HIB.175), "Suffolk" (the debased form of Tallis's 
Canon), "Carey's" (M.H.B.349)» "Bishopthorpe"(M.H.B.107) and a 
1) . J.Wesley: "Thoughts on the Power of Music" (Inverness 
June 9f 1779) J.S.Curwen Op.cit pages 68-69. 
2) . See music example pages 183, D-C, e-g. 
(16. 
few others of similar style. ^  "Westminster New"(M.H.B.i+63) 
had "been written "by Dr Janes Nares and published i n Dr Riley's 
"Parochial Harmony" (1762) set to Psalm XXIII. 
The mis-called "Old Methodist" tunes do not belong to 
the period of the Methodist Revival and were not the tunes 
used "by the early Methodists. They "belong to the period 1780-
1850, and many of them to 1825-18^0, which was the very worst 
period of musical taste (the worst of these tunes would not 
have been possible even i n the late eighteenth century, for such 
as "Zalmonah" are earlier and their style i s not so bad). 
"Eccles" M.H.B.97) is by a Methodist but dated cl850 -
Richard Boggett was born at Kippax near Leeds cl8l0 and 
became a Wesleyan choirmaster; he published "An Original 
set of Psalm and Hymn Tunes", and died i n 1879 at 
Tadcaster. 
"Sovereignty" (M.H.B.365) i s by John Newton, a Methodist 
of Nottingham, but dated cl835; he was born i n 1802; at 
f i r s t a Congregationalist, he led a Methodist choir cl830, 
and i n l&3k took charge of the Methodist New Connexion 
choir. He died at Nottingham i n 1886.(2) He published 
various collections of psalmody. "Sovereignty" was 
written for S.Davies's "Great God of wonders" i n J.Newton's 
"The Pilgrim" (1834). I t displays a l l the peculiar 
faults of the 1830 period: runs i n thirds or sixths over 
a tonic or dominant bass; i t s repeats and f l o r i d vulgar 
style are apt to induce thoughtless bawling on the part 
of the singers. Obviously from i t s date i t cannot be an 
"Old Methodist" tune, nor i s i t the sort of tune that 
Wesley would have commended. 
"Confidence" (M.H.B.370). ori g i n a l l y called "Ely" and i n 
some books called "Accrington", was also written cl835; 
i t i s by William Moore who was born at Manchester i n 
1) . Lightwood: "Hymn Tunes and their Story" pages 269-270. 
2) . Checked at Somerset House. 
1811, became an organist and choirmaster i n that d i s t r i c t , 
and died i n 1880. The harmony has been altered i n M.H.B. 
(1933) - cpw. M.H.B. (1876) hymn 896. 
"Reuben" (M.H.B.718) is dated cl8i+o. 
"Diadem" (M.H.B. A.T.6) is by a Methodist but dated I838; 
James Ellor lived at Droylesden near Manchester; he died 
i n America i n I899. I t was written, ori g i n a l l y i n 6/8 
time, for Perronet's " A l l h a i l the power" (M.H.B.91) - a 
typical example of the rude style of the period. Dr 
Routley ( l ) quotes i t as an example of how Methodiam went 
wrong with "fugal" tunes,, f l o r i d melodies and inept 
harmonies - yet th i s sort of thing was not exclusively 
Methodist, though i t is true that some metres i n Methodist 
books are too jaunty for solemn and devout worship. 
These r o l l i c k i n g tunes, with naiVe melody excessively ornamented, 
crude harmony, turns and runs, such as "Eyethorn", "Eschol", 
"Canton's", "Desert" or "Lyngham" (M.H.B. A.T.8), "Worcester" 
were not peculiar to Methodism either i n authorship or i n con-
gregational use. I f they were not so much used i n the Church of 
England, that was rather because hymns were not yet much used 
i n that Church, but only metrical psalms. These tunes were 
mostly produced by uneducated choirmasters and local amateur 
musicians of various denominations. A considerable number was 
composed by Sheffield Anglicans such as Rogers (organist of St 
James's Church), Robert Bennett (father of W.Sterndale Bennett) 
with his innumerable arrangements of Handel and other great 
composers, and the Revd. Thomas C o t t e r i l l who, though he won a 
notable victory for hymns of "human" composition, allowed them 
to be propagated with a debased type of tune. These early 
1). "The Church and Music", pages l 6 l , l8h. 
(18. 
V i c t o r i a n tunes "became thought of as "She old tunes", whereas 
they were merely the then f a m i l i a r ones and only a generation 
old; they had popular associations "but no i n t r i n s i c merit; 
they would not have been approved by John Wesley. While such 
tunes admittedly did "become popular among Methodists of that 
l a t e r generation, they had great vogue i n other denominations 
also - among Baptists, Congregationalists, the Church of 
England and the Roman Catholics. Of the four most p r o l i f i c 
and the worst composers of these ranting tunes, such as 
"Denmark", "Galilee", "Lonsdale", "Jubilee", two - W.Mather 
and R.Rogers - belonged to the Church of England, one - S. 
Stanley - was a Congregationalist and one - J.Leach - a 
Methodist. Examples are E.Harwood's "Grosvenor" (M.H.B.576) 
published cl786, Milgrove's "Harwich" (M.H.B.66), "Hart's 
(M.H.B.7U8) and "Mount Ephraim" (M.H.B.U24), a l l published i n 
"Sixteen Hymns as they are sung at the Countess of Hunting-
don's Chappel i n Bath" (1768, i n 3 & k p a r t s ) . Radiger's 
"Praise" (M.H.B.U87) i s dated 1790, "Devizes" (M.H.B.560) i s by 
I.Tucker (1761-1825) a Baptist precentor i n Wiltshire; i t was 
published i n "Sacred Music" (cl796) and was once a very popular 
tune. "Monmouth" (M.H.B./4-28) i s by G.Davis, a Baptist, who 
published "Sacred Music" i n 1800 - the early Methodists 
used the "Old 113th" (M.H.B.584) for t h i s hymn. "Tranquim%" 
(M.H.B.190U, Appendix Ik) and "Madrid" (M.H.B.375) 
by William Matthews (1759-1830), of Ilkeston and Nottingham, 
are both dated cl796. J.Moreton of the Lady Huntingdon's 
Connexion published f i f t y o r i g i n a l tunes i n his "Sacred Melody" 
(1796) including "Eglon" (M.H.B.1901+, Appendix 29). S.Stanley, 
(19. 
a Congregationalist, was "born i n Birmingham i n 1767 and died ili; 
there i n 1822. He was an innkeeper and a c e l l i s t , and for 
many years the precentor at Carr's Lane Chapel. He published: 
1800. "Nineteen Psalms, Hymns and Charity Hymn Tunes". 
C1796/L802. "Twentyfour Tunes i n Four Parts, composed chiefly 
for Dr Watts's Psalms and Hymns". 
1825 (posth.) "Sacred Music, comprising two new Psalm and 
Hymn Tunes". 
1830 (poBth.) "Psalm and Hymn Tunes" (3 Volumes). 
They represent the vigorous, unrestrained and rather vulgar 
type of tune which had such a vogue at the turn of the 18th/ 
19th century. "Kent" was in M.H.B. (190U=) hymn 29. Six of his 
tunes are i n M.H.B.(1933), a l l of which were i n his "Twentyfour 
Tunes i n Four Parts": 
M.H.B.301 "Simeon"; called "Mount Moriah" i n Cheetham and 
ascribed there to Clarke. 
M.H.B.3Ul "Shirland"; i n Cheetham's book and i n Tomlin's 
"Psalms and Tunes" (1813). I t i s called "Bolsters" i n a 
"Selection of Sacred Music" (18U0) published for the 
I r i s h Presbyterians. I t has fussy runs i n thirds. 
M.H.B.386 "Wilton" (called "Milton" i n Cheetham - presumably 
a misprint). I t i s especially unsuitable for the 
mystical and contemplative words of Charles Wesley's 
hymn, for which S.S.Wesley's "Hereford" has been set i n 
"The School Book of the Methodist Church" (1950) and 
elsewhere. 
M.H.B.387 "Warwick";it i s called a tune "never before 
published" i n "Sacred Music" by Dr Edward Miller (1802). 
I quote the s l i g h t l y more f l o r i d version from Greenwood's 
"Psalmody" - see Music Example, page 19a. 
M.H.B.397 "Calvary"; this was i n C o t t e r i l l ' s 1831 edition and 
in Cheetham. In S.Stanley's "Twentyfour Tunes" i t was 
in Key C. I t s style i s typical of the boisterous 
hymntune of i t s period, and i s most unsuitable for Miss 
Burke's hymn to which i t is set in M.H.B. I t i s weakened 
by similar modulations at the ends of lines 2 & kt and the last two lines are very characteristically banal. 
I t i s i n H.A.M. (190U). 
M.H.B.8lh "Doversdale"; i n Miller's "Appendix" (1800). I n 
19a 
Samuel Stanley's "Warwick,f(M.H.B.387) as i n Greenwood's 
"Psalmody'1. 
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C o t t e r i l l (1831) and in Waite i t is called "Stonefield" 
and is rather more f l o r i d with more quavers. 
Thomas Jarman, a Baptist choirmaster, was "born at Clipstone, 
Northants i n 1776 and died there i n 1861; he wrote over 600 
hymntunes and issued many collections including "The Sacred 
Harmonican", "The Northamptonshire Harmony" and "The Devotional 
Melodist". M.H.B. A.T.8 "Lyngham". or i g i n a l l y called "Nativity", 
was published i n his "Sacred Music" (cl803). I t i s typical of 
the noisy ebullient tunes of the period, with characteristic 
repeats. Robert J.V.Wylie says^1^ 
Let some of my readers attend a typical Lancashire 
Wesleyan gathering and hear Charles Wesley's "0 for a 
thousand tongues to sing" to the tune "Nativity" (Jarman). 
This is a combination of hymn and tune which Methodists 
not only sing, but sing with a l l their might and main, 
and feel a l l the better for i t . For spontaneity of 
feeling, a rush and fervour which bears the soul a l o f t , 
i t stands pre-eminent. 
In a broadcast by the Glasgow Orpheus Choir on i t s f o r t i e t h 
anniversary i n A p r i l 19U5, the late Sir Hugh Roberton included 
this tune (also called "Desert") and seemed to suggest i n his 
remarks that i t was an "Old Psalm-Tune". 
John Bagleton (1785-1832), a Methodist lay preacher, then a 
Congregational minister, published "Sacret Harmony" (1816) and 
"A Manual of Hymns"; M.H.B.79 "Justification" was in his 
"Sacred Harmony"; i t i s i n Cheetham's Psalmody. J.Howgate of 
Manchester published two books of "Sacred Music" (cl820) which 
included "Worsley" (M.H.B.270) and "Oldham Street" (M.H.B.236), 
which i n Cheetham and C o t t e r i l l i s called " T r i n i t y " and had 
dotted passing-notes. William Arnold was a Methodist choir-
master i n Portsmouth; he ^ Sbirtlteei "Original Psalm and Hymn 
1). Wylie: "Old Hymn Tunes" (192U) page 36 
(21. 
Tunes ( c l 8 0 l ) , a set of fiftyseven tunes which have runs i n 
thirds and repeats. I t includes "Job11 (M.H.B. A.T.14) set i n 
C.Major, which has a clumsy repetition i n the last l i n e : 
"And make the greedy And make the greedy sea restore". 
I t i s attributed to Arne i n Cheetham's hook and i n the "Com-
panion to the Hymn Book" (sc. Primitive Methodist). "Sarah" 
M.H.B. A.T.2) i s i n Cheetham's book, set i n B.flat. "Josiah" 
M.H.B.699) i s set i n E.flat; here, and i n Cheetham, the metre 
i s 76.76.76.76 with the last two lines repeated; a line of 
music (for women) i n the original has been omitted i n M.H.B. 
See Music Example, pages 21a-21b. "Euphony" (M.H.B.173) was 
published i n 1850 by Henry Dennis (1818-1887), a Baptist. He 
wrote the tune as a L.M. - the last two lines being repeated. 
James Leach, a Lancashire Methodist (1762-1798) issued "A New 
Sett of Hymns and Psalm Tunes" (1789) and "A Second Sett" (1797) 
which includes "Egypt" (M.H.B.5U3) and "Watchman" (M.H.B.585). 
His tunes were published by Curwen i n 1888; they are 
characterized by turns and s l u r s . T h o m a s Clark (1775-1859)1 
a choir-leader i n Canterbury, published many sets of hymn tunes 
and edited the music of several hymnbooks. "Crediton" (M.H.B.565) 
i s i n his "Second Sett"(l807) set to Psalm V I I I . In Cheetham's 
book i t i s called "Stoney Stratford". Many of his original 
tunes are i n the imitative fugal style, often shallowly 
boisterous, and with runs for a couple of lines of text, i n 
thirds over or under a tonic or dominant pedal which may extend 
1). See Grove, I I I , page 120. 
(21a. . 
"Josiah" by W.Arnold of Portsea. The metre is 76.76.76.76. 
with the last two lines repeated, cpw. M.H.B. 699. 
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*Jo8iah"(continued). 
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over f i v e bars; and there are the conventional repeats. 
"Craribrook" i s i n h i s f i r s t "Sett" (1805)» a coarse tune which 
has f i t t i n g l y been taken to secular rather than sacred use ( i n 
" I l k l a Moor "baht ' a t " ) . I t was o r i g i n a l l y set to P.Doddridge's 
"Grace, ' t i s a charming sound" and was popular with many 
denominations i n England and America. "Calcutta" also had a 
voguej i t i s i n the "Companion to Hymn Book" (sc.Primitive 
Methodist) 392, page 152, and i n M.H.B. (1901*) Appendix 3U. I t 
combines every f a u l t and ineptitude of the period: fussy and 
boisterous runs i n thirds and s i x t h s , repeats, the t r i t e s t 
tonic and dominant harmony, inverted pedal, arpeggioa and crude 
accentuation. (See Music Example, page 22a.) Much of t h i s 
f l o r i d and s u p e r f i c i a l s t y l e was d i r e c t l y due to the decadent 
influence of l a t e I t a l i a n opera. Unfortunately the type became 
overwhelmingly predominant; not only the older psalm-tunes, 
chorales and plainsongs, but even the eighteenth century tunes 
as w e l l , suffered from adaptation to the nineteenth century 
influence. Many such tunes have since been pruned, re-arranged 
and re-harmonized, so that the i r o r i g i n a l c h a r a c t e r i s t i c s are 
not e a s i l y recognizable now. Though at the end of the nineteenth 
century t h i s type of tune had largely been relegated to mission 
h a l l s , some of them have since been re-introduced i n E.H. and 
S.P. as well as i n M.H.B. (1933); t h e i r use has not yet died 
out - or i t i s being deliberately revived. I n 19U5 at a praise 
f e s t i v a l i n a large Methodist church i n the north of England, 
the following tunes were chosen and sung with enthusiastic 
"Calcutta", by T. Clark. 
( 22a, 
In M.H.B. (1904) and elsewhere. 
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22b. ) 
" A l l h a i l the power": The coda of "Coronation'V arranged with the a i r in the top part, appears thus: 
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approval: "Lyngham" (M.H.B. A.T.8) and these three from the 
"Gosforth Tune Book". "Daisy H i l l " , "St John's", "Maria". 
The f a c t remains that whatever the tunes available i n 
M.H.B.(1933), the actual choice of hymn-tunes, psalm-chants, 
responses, anthems and voluntaries generally dates about 1850. 
Ubiquitous i n the psalmody books of t h i s period (beginning 
with Collyer's C o l l e c t i o n (1812) was E.Harwood's setting of 
A.Pope's "A Dying C h r i s t i a n to h i s Soul" of which the f i r s t 
l i n e i s " V i t a l Spark of heavenly Flame". Pope wrote i t i n 1712, 
based on the deathbed verses of the Emperor Hadrian: 
Animula vagula, blandula, 
Hospes comesque corporis, 
Quae nunc abibis i n loca? 
P a l l i d u l a , r i g i d a , nudula, 
Nec (ut soles) dabis ^oca? 
Edmund Harwood was born i n 1707 at Hoddleson near Blackburn -
not at Hoddesdon, Herts, as sometimes stated; he resided at 
Liverpool and died i n 1787. His " V i t a l Spark" i s set i n three 
parts i n h i s "A Set of Hymns and Psalm Tunes i n Three and 
Four Parts". He published two tune-books cl786 which included 
"Grosvenor" (M.H.B.576) and Madan's "Denmark". 
Walker's "Companion" ( c l 8 l 0 ) was much used; i t i s i n 
four-part open score, the a i r i n the tenor. "Hayes" i s i n a 
more f l o r i d flpsnm than M.H.B.55; i t includes "Craribrook"; 
"Egypt" i s a l i t t l e more f l o r i d than i n M.H.B.5U3. Perronet's 
" A l l h a i l the power" (M.H.B.91) i s set to "Coronation" - an 
imitation of the l a s t pge of Handel's chorus "Sing unto God" 
("Judas Maccabaeus") making an extremely f l o r i d tune with 
repeats and a coda of runs i n t h i r d s : see Music Example page 
(2/+. 
22b . "Richmond" (M.H.B.l) i s c a l l e d "Mount Calvary", part of 
the l a s t l i n e i s repeated several times, and the tune i s 
attributed to "Dr Hawes". ( I t i s a c t u a l l y by the Revd. Thomas 
Haweis). 
Rippon's "Selection" was f i r s t provided with music i n 1791» 
edited by Thomas Walker. I n 1811 the eighth edition was a 
"Companion" i n Walker's own name; i t i s prefaced by "Lessons 
on the musical rudiments"; i t i s i n open 6core with the a i r i n 
the tenor. 
"George's" i s an adaptation of "Nicolaus" (M.H.B.587). 
"St Anne" (M.H.B.878) i s i n t r i p l e time. 
Madan's "Denmark" i s set to Watts*s "Before Jehovah's awful 
throne" (M.H.B.3). 
C.Wesley's "Praise the Lord" (M.H.B.11+) i s set to "Dartford" 
thus: 
Praise the Lord who reigns above, 
And keeps h i s courts and keeps h i s courts below; 
Praise the God of holy love, praise the God of holy love, 
And a l l h i s greatness shew and a l l h i s greatness shew; 
Praise him for h i s noble deeds, 
Praise him for h i s , praise him for h i s , praise him for 
h i s matchesS8 pow'r: 
Him from whom a l l , Him from whom a l l , Him from whom a l l 
good proceeds 
Let earth and heaven adore. 
"New Jerusalem" i s M.H.B.29I+ ("Sion"). 
"London" (M.H.B.221+) i s attributed to Croft. 
Harwood's " V i t a l Spark" i s included. 
"Georgia" i s arranged from "Judas Maccabaeus" as i n 
M.H.B.91+3). 
"Eaton" i s more f l o r i d than i n M.H.B.750. 
"Messiah" i s a CM.arrangement of the a i r " I know that my 
Redeemer l i v e t h " . 
"Prospect" i s the usual t r a d i t i o n a l tune to Ben Jonson's "Drink to me" from " C e l i a " . 
(24a. 
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94b.) Part of "Hotham" as in, Walker's , ,Companion ! ,(181l). 
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From a Book of Psalmody, edited by J.B.Sale(1837):-
Quoted by Lightwood, K & S. page 99. • 
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(25. 
"Hart's" has a "Hallelujah" coda - see Music Example 
page 24a. 
"Hotham" i s more f l o r i d than i n M.H.B.479; I quote part of 
the melody - Music Example, page 24b. 
A maladroit mixture of a hymn with music from Handel and 
Beethoven i s included i n "A Book of Psalmody" (1837) by J.B. 
S a l e ^ 1 ) - see Music Example, page 24b. 
JOHN WESLEY'S and other E a r l y Methodist Tune Books. 
The tunes now i n M.H.B. (1933) which were also i n John 
Wesley's Tune-hooks are: 
Eight Psalm-tunes: "Hanover" (M.H.B.8). "Bedford" (M.H.B.155). 
"St Mary" (M.H.B.175). "Burford" (M.H.B.193). "Angels' 
Song" (M.H.B.384). "St Matthew" (M.H.B.82k). " T a l l i s ' s 
favourite tune of John Wesley for Watts's " I ' l l p raise my Maker" (M.H.B.428). 
Eight adapted German chorales: "Amsterdam" (17). "Savannah"(87). 
"Old German" (200), - a firm favourite. "Irene" (233). 
"Winchester New" (274). "Marieribourn" (357), - perhaps 
debased from "Bremem" (504). "Vater unser" (683). 
"Love-feast" (713) - i t may be based on a folk-dance. 
Pour adapted eighteenth century secular tunes: "Old 23rd" (361) - t h i s i s not a psalm-tune, nor was i t i n any psalmody book u n t i l 1752; i t was i n "Melopeia Sacra" (1721) i n a much more f l o r i d form than i n M.H.B. "Tr a v e l l e r " (376) was extremely f l o r i d . "Jericho Tune" (819). "Athlone" (A.T.12) - see Grove I I I , page 677. 
Twelve other eighteenth century tunes: "Leoni" (15). "Derbe" 
(262). "Helmsley" (264), which was also i n Madan's 1769 
Col l e c t i o n , and i n the 1792 Lock Hospital C o l l e c t i o n . 
"Carey's" (349). "Easter Morn" (204) - c a l l e d "Salisbury 
Tune" i n the Poundery Colle c t i o n - i t probably started 
the f l o r i d tendency i n hymn-tunes. "Hotham" (4791. " I n v i t a t i o n " (49b; - c a l l e d ^'Devons&ire ^ i n O.ir.B. 251. " I r i s h " (503). "Kettering" (600). "Chimes" (722). "Crucifixion" (A.T.28). " B u i l t h " (874). 
11 11 t 4   Canon" (M.H.B.943). "Old 113th" (M.H.B.584 which was a 
l ) . Lightwood, H.&.S, page 99. 
(26. -
To these may "be added a few which were ac t u a l l y used "by the 
Wesleys and the f i r s t Methodist S o c i e t i e s : "Old Hundredth (2). "Nun danket" (10). "Wareham" (109). "Gopsal" (247). 
"St Pancras" (19k). 
Consider the tune-books themselves: 
A Co l l e c t i o n of Tunes, set to Music. As they are 
commonly Sung at the Poundery. 1742. 
This had fortytwo tunes with melody only, of which twenty are 
i n M.H.B. (1933):-
"Jericho" (819) set to "Commit thou a l l thy g r i e f s " (507) 
"Bromswick Tune" ( i . e . "Hanover, 8). 
"Herrnhut:;i Tune" ( i . e . "Savannah", 87). 
"Salisbury Tune" ( i . e . "Easter Morn", 20k); see Music 
Example page 26a.; set to "Christ the Lor„d i s . r i s e n " . 
I t began a new and l i v e l y s t y l e which l a t e r degenerated; 
i t was f i r s t published i n "Lyra Davidica" (1708), a book 
which has 2k tunes engraved i n two parts, including " I n 
dulci j u b i l o " (143), "Wachet auf" (255), "Ein' feste 
Burg" (494) and "wflrtemberg" (207) 
"Love Feast" (713), set to "Come, and l e t us sweetly 
j o i n " (748). 
"Fetter Lane1.. Tune" ( i . e . "Wirksworth", 364). 
"St Mary's Tune" (175). 
"Bedford Tune" (155, i n t r i p l e time). 
"St John's Tune" ( i . e . "Burford", 193). 
"St Matthew's Tune" (824); see Music Example page 27a. 
"Angel's Hymn Tune" (384) 
"Cannon Tune" (943); set to "Jesu, Thy blood" (370). 
"Clark's Tune" (570), i . e . "Uffingham". 
"Amsterdam" (17). 
"Playford's Tune" ( i . e . "Vater unser", 783). 
"Swift German Tune" ( i . e . "Winchester New", 274). 
(27. 
"Marienbourn" (357) - there i s l i t t l e resemblance between 
the "Foundery" and the M.H.B. versions, and neither i s 
much l i k e "Bremen" (504), t h e i r probable o r i g i n . 
"Old 113th" (M.H.B.584); John Wesley sang t h i s tune on 
h i s deathbed to Watts's " I ' l l praise my Maker" (M.H.B.428) 
"Cripplegate Tune" i s the "Old 8 l s t " (not i n M.H.B.) 
"Crucifixion Tune" (M.H.B. A.T.28); t h i s i s the genuine 
and authentic tune set i n the "Foundery" Book for "And 
can it-be" (M.H.B.371). 
I quote seven of the tunes from the "Foundery" book (1742)-
see Music Example, pages 27a - 27b. 
John Frederick Lampe was born at Helmstadt, Saxony i n 1703, 
came to England i n 1725 and died at Edinburgh i n 1751. 
He published: 
"Hymns on the Great F e s t i v a l s and other Occasions" (1746). 
This book has twentyfour tunes i n two parts, including 
"The I n v i t a t i o n " (M.H.B.496), set to "Sinners, obey" 
(M.H.B.346), and "The Triumph of F a i t h " , i . e . "Dying 
Stephen" (M.H.B.4lla). 
"Harmonia Sacra", compiled by Thomas Butts, cl754; 2nd 
edition cl760; after the publication of J.Wesley's 
"Sacred Melody" ( I 7 6 l ) , the 3rd edition was issued cl770 
as a congregational hymn & tune book; i t was superseded 
by J.Wesley's "Sacred Harmony" (1780). I t includes the 
following twentyeight tunes which are i n M.H.B.(1933): 
"Old German" (200X"Wirksworth" (364). "Savannah" (87). 
"Salisbury" i . e . "Easter Morn" (204). "Lambeth" i . e . 
"Lovefeast" (713); the second and fourth l i n e s of the 
verses f i t awkwardly to t h i s tune: 
1) . Come and l e t us sweetly joyn 
C h r i s t to praise i n , C h r i s t to praise i n hymns 
divine 
Give we a l l with one accord 
Glory to our, glory to our common Lord. 
2) . Sing we then i n Jesus name 
Now as yester, now as yesterday the same 
One i n every age and place, 
F u l l for a l l of, f u l l for a l l of truth and 
grace. 
"Windsor" (237). "St James" (307). "St Ann" (878). 
"Edmonton" i . e . "Bedford" (155). "Reading" i . e . "Walsall 
(281). "Burford" (193). " I n v i t a t i o n " (496). "Angel's 
Song" (384). "Canon" (943) - a mutilation of T a l l i s ' s 
tune, without any canon. "Babylon's Streams" (480), 
"Uffington" i . e . "Uffingham" (570). "Old Hundredth" ( 3 ) . 
"Builth" (874). "Frankfort" i . e . "Winchester New" (274) 
(27a. . 
The "Foundery Collection''(1742) i n c l u d e s tbe f o l l o w i n g 
seven tfines - which are t h e r e f o r e a sample of those used 
by the- e a r l y Methodists:-
" S a l i s b u r y Tune'* i . e. " E a s t e r Morn"(904). 
j J * J/J h <A v ^ J. tup a pu\± i 
'•St Matthew's Tune"(824). 
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••Canon Tune"( 943). 
" L e i p s i c k Tune"(not i n M. H. B. 1933). 
"^Amsterdam Tune^'( 17), 
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27b). From the "Foundery C o l l e c t i o n " ( l 7 4 2 ) . 
"Swift German Tune"(6 8 f s ) . i . e . "Winchester New"(274). 
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i n s i x 8's. "Marienbourn" (357). "King's" i . e . "David's 
Harp" (340). 
"Old 112th" (683). "Carey's (349). "Old 104th Psalm 
Tune" ( i . e . "Hanover" 8 ) . "Amsterdam" (17). "Old 113th" 
(584). "Jericho Tune" (819). "Abington" ( i . e . 
"Maccabaeus" 213). 
Evidently John Wesley disapproved of Butts's publication, so 
he issued: 
Select Hymns with Tunes Annext Designed CJhiefly for 
the Use of the People c a l l e d Methodists. ( 1 7 6 l j ; 2nd 
edition 1765, 3rd edition 1770. 
I n the Preface he writes: 
"Harmonia Sacra" though i t i s excellent i n i t s kind, i s 
not the thing which I want. I want the people c a l l e d 
Methodists to sing true, the tunes which are i n common 
use among us.... This therefore I recommend preferable 
to a l l others. 
The f i r s t part consists of 149 "Select Hymns"; the second part 
i s c a l l e d "Sacred Melody" and has a short introduction of 
elementary vocal i n s t r u c t i o n ; there i s also a page carrying 
Wesley's noted seven "fiirections". I t has some 140 tunes, 
including many German chorales, and adaptations from Handel 
and others. The following are in M.H.B. (1933):-
"Old German" (200) - t h i s was a firm favourite. 
"Brentford" ( i . e . "Wirksworth" 364). 
"Savannah" (87). 
"Salisbury" ( i . e . "Easter Morn" 204). 
"Love Feast" (713) - set to "Come l e t and l e t us sweetly 
j o i n " (748). 
"Burford" (193) - i n t r i p l e time. 
"St Matthew" (824). 
"Cannon" (943) - set to J.Wesley's t r a n s l a t i o n ; " Jesu, 
Thy blood and righteousness" (370). See Music Example 
page 32a. 
(29. 
" I n v i t a t i o n " 14-96), set to "Sinners, obey..."(326). 
"Angels 1 Song" (381+), set to "Father, i f j u s t l y . . . " (281+). 
" T a l l y ' s " ( i . e . "Hanover" 8) set to "0 what s h a l l I do" 
(14-20). 
"Old 113th" (581+); set to Watts's " I ' l l p raise my Maker" 
(1+28). 
"Babylon" (1+80) - i n t r i p l e time. 
"Chimes" (722); set to Watts's "Come, Holy S p i r i t " (292). 
"Sion" (291+); set to "Away with our sorrow" (61+8). 
"Builth" (871+). 
"Marienbourn" (357); set to "Lo, God i s here" (683). I t 
may be a debased version of "Bremen" (501+). 
"Frankfort" ( i . e . "Winchester New", 27I+, i n t r i p l e time). 
"Olivers" (i.e."Helmsley", 26i+, set to "Lo, He comes". 
See Grove sv. "C.T.Carter" & "Catley". G.E.P.Cartwright 
i n the "Musical Times" (March 1901) writes that "Helmsley" 
can be traced to Arne's opera "Thomas and S a l l y " (Dublin 
171+3) wherein the tune i s c a l l e d "Country Dance". This 
i s probably the source of the tune "Guardian Angels" to 
which Crawford r e f e r s i n Grove. From "Guardian Angels" 
came the versions "Olivers" (1765) and "Helmsley" I I 7 6 9 ) . 
"Bradford" ( i . e . "Uffinghafflll^.:37O0j; £et;-"ta "Jesu, Thy 
boundless love" (1+30). 
"Handel's March" ( i . e . "Jericho Tune", 819); set to 
"Soldiers of C h r i s t " (1+810. 
"Hotham" (1+79); set to "Jesu, Lover" (110). 
"Carey's" (31+9); set to "Thee w i l l I love" (1+1+5). 
"Old 112th" (683); set to "Thou hidden love" (1+33) 
"Amsterdam" (17); set to "God of unexampled grace" (191). 
Surely these, beyond any others, as expressly declared by 
Wesley himself, can properly claim to be c a l l e d the "Old 
Methodist" tunes - and not those so-called, but composed two 
or three generations l a t e r , of which the majority were composed 
by non-Methodists. 
(30. 
"Sacred Harmony or a choice C o l l e c t i o n of Psalms and 
Hymns. Set to Music i n two and three parts for the 
Voice, Harpsichord and Organ" (1780). 
This i s more f l o r i d than Wesley's previous two tunebooks; the 
great majority of the tunes are also i n Butts's "Harmonia Sacra" 
such tunes'as "Gheshunt" ( s e t to "The voice of my beloved 
sounds") and "Denmark" ( s e t to "Before Jehovah's awful throne") 
show that the debasement of taste has already arrived. The 
following tuneB are i n M*H.B. (1933): 
"Derby" (262); set to "Away with our f e a r s " (278). 
"Bradford" ( i . e . "Uffingham", 570). 
"Brentford" ( i . e . "Wirksworth" 364). 
"Savannah" (87) 
"Maccabees" (213); set to "Christ the Lord i s r i s e n " (204). 
"Hotham" (479); set to "Jesu, Lover" (110). 
"Burford" (193). 
"Chimes" (722); set to Watts's "Come, Holy S p i r i t " (292); 
"Olivers" ( i . e . "Helmsley", 264). 
"Cannon" (943); set to "Jesu, Thy blood" (370). 
"The God of Abraham" ( i . e . "Leoni" 15). 
"I n v i t a t i o n " (946); set to "Sinners, obey""(326) 
"Angel's Song1' (384); set to "Father, i f j u s t l y " (284). 
"Athlone" (A.T.12); a favourite tune with John Wesley -
i t i s an adaptation of "My l i t t l e black rose" (see Grove, 




"Frankfort" ( i . e . "Winchester New", 274); set as s i x 8's 
i n t r i p l e time. 
(31. 
"Carey* s"(3k9), set to "Thee w i l l I love"(1445). 
"Old 112th"(683); set to "Thou hidden love"(W4-3). 
" T a l l y ' s " (i.e."Hanover", 8 ) ; set to "0 what s h a l l I do" 
(i+20).-
"Amsterdam'1 (17); set to "God of unexampled grace" (191). 
"Old 113th" (581+); set to Watts's " I ' l l p raise my Maker" 
(i+28). 
"Handel's March" ( i . e . "Jericho Tune" 819); set to 
"Soldiers of C h r i s t " (U&k) i n f i f t e e n 8-line stanzas. 
Among the adaptations (not i n M.H.B.) are "Arne" from the 
tenor a r i a i n "Artaxerxes": "Water parted from the sea"; 
and "Westminster" from Henry P u r c e l l ' s " F a i r e s t I s l e " . 
The early and o r i g i n a l Methodist tunes were austere as 
f i r s t written, without the vulgar decorations which were 
added to them about the turn of the I8th/l9th century. Tunes 
l i k e "Hotham" (479)» "Harwich" (U06), and "Byzantium" (382) 
had "become very f l o r i d with the passing of time, u n t i l M.H.B. 
(1876) was published (which had three Anglican e d i t o r s ) , i n 
which the tunes "became sober and restrained again - a tendency 
of the l a t e r nineteenth century as evidenced i n H.A.M. 
In 1831 a "Supplement" was added to the 1780 Methodist 
Hymn Book; i t included many hymns by Watts. Several u n o f f i c i a l 
tunebooks were produced to go with i t ; the o f f i c i a l one was 
the 1822 edition of "Sacred Harmony" edited by Charles Wesley 
j r . I n h i s preface Charles Wesley admires the old psalm-tunes 
and denounces contemporary co l l e c t i o n s which "deluged the 
Connexion with base, dissonant, u n s c i e n t i f i c and t a s t e l e s s 
compositions". 
"Wesley's Hymns (1780) with Supplement (1831) and 
Companion of Tunes" (1841). 
This book has 228 tunes; the alto and tenor parts (both 
(32. 
with the C c l e f ) , are i n separate staves above the 4-part 
se t t i n g . Three suitable tunes are given i n the Index to each 
hymn (except to a few of Peculiar Metre for which only two 
tunes were a v a i l a b l e ) . I t has an Introduction with an analysis 
of the different metres, which even today might s t i l l be con-' 
sidered useful; there i s a chapter on chanting. There are 
many f l o r i d tunes by Leach (nothing could be more r e s t l e s s 
than h i s "Rest", page 168) and by Lampe, Stanley, T.Clark; 
Madan and other s i m i l a r tune-writers. I t includes: 
"Wednesbury" (page 21k); John Wesley when an old man, at 
Whitehaven, said t h i s was h i s favourite tune. 
"St George's" (i.e."Nicolaus" 587 - Hermann's "Lobt Gott") 
- here ascribed to J.S.Bach. 
"Hindley" - a S.M. arranged from Handel's "Scipid". 
"Creation" - arranged from Haydn's "The heavens are 
t e l l i n g " . 
"Patmos"; a 7.7.7.7. adaptation from Handel's Berenice". 
"Hotham" (479) in i t s f l o r i d form. 
"Romanza"; an arrangement from Beethoven's Op.UO, l a t e r 
usually c a l l e d "Sardis". 
"Maccabaeus", from Handel's oratorio. 
"Rapture"; an adaptation of "And i f a l l those endearing young charms". 
T a l l i s ' s Canon, without any canon. 
"Resurrection" (Handel); i . e . "Gopsal" (2k7) i n i t s 
o r i g i n a l key D.Major, and with the correct melody 
(wrongly given i n M.H.B.1933); set to "Arise, my soul"(386). 
" F i t z w i l l i a m " (Handel) 
"Dalston"; cpw "Ascalon" (115). This f i r s t appeared i n 
Rippon's "Selection" (l80b), and i s probably by Aaron 
Williams. See M.M.H.B, pages 91, 3k9. 
I quote the l a s t four of these tunes - see Music Example 
pages 32a-32b 
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Another publication with the same purpose was a "Collection of 
TuheS" by Thomas Hawkes, revised i n 1833 by George Gay, a 
Wiltshire organist. I t was intended for a l l the hymns i n the 
1831 Methodist book, i . e . John Wesley's 1779 edition with the 
l a t e r Supplement. I t has over f i v e hundred tunes, many of them 
f l o r i d with grace-notes and passing-notes, "fugal" entries for 
the different voices and runs i n t h i r d s . Some have a "HallelujaM 
doxology. Comparatively few of these tunes are i n other books, 
though t h e i r s t y l e i s t y p i c a l l y contemporary. Presumably the 
majority are by l o c a l tune-writers: 77 by William Besley, kh 
by Joe l Thorn, 39 by John Jones, 32 by John Heath and 23 by 
Samuel G i l l . 
"Harington" (M.H.B.U13) i s c a l l e d "Lansdown". 
"Messiah" i s a CM. adaptation of the a r i a " I know that 
my Redeemer l i v e t h " . 
"London" (M.H.B.22U) i s attributed to Dr Croft. 
"Old Hundredth" (M.H.B.3) i s attributed to M.Luther. 
"Birmingham" (M.H.B.686) i s c a l l e d " E z e k i e l " . 
"Evening Hymn" i s the contemporary version of T a l l i s without any canon. 
"Babylon's Streams" (M.H.B.i+80) i s i n t r i p l e time and attributed to Ravenscroft. 
"Conquest" i s an adaptation of "0 Father, whose Almighty power" ("Judas Maccabaeus"). 
"Praise" (M.H.B.U87) i s c a l l e d "Robinson". 
"Zauberflote" i s Mozart's tune (M.H.B.572). 
"Hanover" (M.H.B.8) i s attributed to Handel. 
"Adeste f i d e l e s " (M.H.B.118) i s c a l l e d "Portuguese New". 
"Hamburgh" i s a L.M. adaptation of the Minuet from 
Handel's "Berenice". 
(34. 
Edward M i l l e r (cl731-l807) was a pupil of Dr Burney, and 
for h a l f a century the organist of Doncaster Parish Church; he 
took the Mus.Doc. degree at Cambridge i n 1786. He published: 
1774 & 1790 "The Psalms of David set to music". 
1791 "Thoughts on the present performance of Psalmody i n 
the Established Church of England addressed to the 
Clergy". 
1801 "The Psalms of Watts & Wesley for three Voices 
for the Use of Methodists". 
1802 "Sacred Music". (250 tunes). 
His "Psalms of David" (1790) has only one "Old" psalm-tune; i t 
included some of h i s own tunes, among which is'tRockingham" 
(M.H.B.182), which i s an adaptation of the tune "Tunbridge" 
i n "Psalmody i n Miniature" ( c l 7 8 0 ) , a book which was a 
condensation of Aaron Williams fs "Universal Psalmist" (1764) 
( l ) "Rockingham" was f i r s t set to Watts*s "When I survey" 
i n Mercer's "Church P s a l t e r " (1854), then i n H.A.M. ( l 8 6 l ) . 
The following extracts from the preface to h i s 1790 edition 
give some l i g h t on the condition of Church psalmody at the end 
of the eighteenth century: 
Dr Burney, i n the Third Volume of h i s History of Music, 
page 60, says, "The greatest blessing to lovers of music 
i n a parish church i s , to have an organ i n i t s u f f i c i e n t l y 
powerful to render the voices of the c l e r k , and of those 
who j o i n i n h i s outcry, wholly inaudible, Indeed a l l 
reverence for the Psalms seems to be l o s t , by the wretched 
manner i n which they are usually sung; for instead of 
promoting piety and e d i f i c a t i o n , they only excite contempt 
and r i d i c u l e i n the p r i n c i p a l part of the congregation, 
who disdain to j o i n , though they are obliged to hear, 
t h i s indecorous jargon". Dr Watts, i n the preface to h i s 
t r a n s l a t i o n of the Psalms, says, " I t were much to be 
wished, that a l l congregations and private fa m i l i e s would 
sing, as they do i n foreign Protestant churches, without 
reading l i n e by l i n e " . 
I t i s generally allowed ( e s p e c i a l l y by some of our most 
eminent divines) that t h i s part of our service, equally 
1 ) . Lightwood: H.& S pages 271^-273 
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with the reading Psalms, ought to he performed standing. 
Many there are, and p a r t i c u l a r l y those of rank and 
eminence, who do not j o i n at a l l i n t h i s high act of 
devotion, or do i t with the utmost indifference, 
" i r r e v e r e n t l y s i t t i n g while they address t h e i r God with 
the Voice of supplication." 
"The new melodies, or tunes that are introduced into t h i s 
"book, i t i s hoped, w i l l "be found neither so dry, nor 
uninteresting as some of those i n mere counterpoint of 
the antients, nor so b a l l a d - l i k e and indecorous as many 
which are now sung i n the tabernacles of modern Methodists.• 
I n v i l l a g e s , where there are no organs, the singing 
masters may do a great deal, but they have much to forget, 
and much to lea r n . Fondly attached to compositions i n 
many parts, and those c h i e f l y composed by u n s k i l f u l men, 
abounding i n i l l constructed fugues and f a l s e harmony, 
they are apt to tr e a t with contempt the simple, but 
elegant melodies used i n parish churches. 
The version of Tate and Brady, used i n t h i s book, i s 
generally allowed to be much superior to that of Sternhold 
and Hopkins'; i n whose Version there are numerous stanzas 
which give offence, and excite r i d i c u l e . " 
M i l l e r advocates congregational hymn pr a c t i c e s . He has s l i g h t l y 
edited the length of the notes and r e s t s in.order to secure a 
jus t e r verbal accent. I n 1805 he published "Dr Watts's Psalms 
and Hymns set to New Music", with tunes by W.Mather, S.Stanley, 
J.Leach, A.Widdop and with many arrangements; i t included 
"Byzantium" (M.H.B.342) and "St Swithin" (M.H.B.368). Most 
other tunebooks u n t i l 1840 were p r a c t i c a l l y reproductions of 
t h i s one. Operatic and b a l l a d a i r s were ousting the older and 
more dignified tunes - many of the mis-called "Old Methodist" 
type were i n common use i n the Church of England. This book was 
re-issued with an Appendix, by Williams & Boden, with c50 
or i g i n a l tunes. 
William Edward M i l l e r (1766-1839), son of Dr M i l l e r of 
Doncaster, was a v i o l i n i s t and a pupil of Cramer. He composed 
tunes for the rel i g i o u s r e v i v a l i n Sh e f f i e l d cl796. I n 1799 he 
became a Methodist minister and never touched h i s v i o l i n again. 
(36 
I n 1805 he edited: 
"David's Harp, Consisting of about Three Hundred Tunes 
adapted to Mr Wesley's Selection of Hymns. One Hundred 
of which Tunes are Originals composed expressly for t h i s 
Work by Edward M i l l e r Doctor i n Music and h i s Son W.E. 
M i l l e r with an Appendix containing Pieces for the Practice 
of S o c i e t i e s of Singers. Also Adapted for domestic use 
at the Pianoforte on a Sunday Evening." 
This was the most important of the Methodist tunebooks between 
1789 and 1876. Only one of h i s own tunes i n i t has survived -
"Truro" (M.H.B.628). Besides M i l l e r and h i s father, the chief 
tune-writers i n the book were Leach, Mather and Stanley. I t 
includes "Byzantium" (M.H.B.342), "Adeste f i d e l e s " (M.H.B.118), 
"Ple y e l " (M.H.B.555), " S i c i l i a n Mariners" (M.H.B.765). I n the 
preface he says that "Harmonia Sacra" (arranged by T.Butt6 and 
published some forty years previously) has u n c l a s s i c a l melodies 
And incorrect harmonies: 
" I t i s to be lamented that l a t e l y , among the Methodists, 
a l i g h t , indecorous s t y l e of Music has frequently been 
introduced, diametrically opposed to the genuine tones 
of sacred harmony. Many persons, destitute of s c i e n t i f i c 
knowledge and merely possessing a good ear, think them-
selves q u a l i f i e d to compose hymns, and"have them performed 
i n t h e i r chapels; but these compositions expose t h e i r 
authors to r i d i c u l e by the f r i v o l i t y and indecency of 
t h e i r music. A number of these effusions; ihave l a t e l y been 
brought over from America. From a l l these considerations 
the Methodist body have thought i t absolutely necessary 
to publish a more correct and copious s e l e c t i o n of proper 
music than has hitherto appeared, equally remote from 
the t a s t e l e s s s u b t l e t i e s of dry harmonists as from the 
wild rhapsodies of modern pretenders." 
I n 18J+0 Charles Kemble issued a "Church Psalmody", with ll+l 
tunes, 11 chaunts and a doxology. The preface declares that the 
tunes requiring a senseless r e p e t i t i o n of the words are 
abandoned, as the exclusion of such tunes seems to.be t h e . f i r s t 
necessary step to an improvement i n Church psalmody. 
(37. 
"Evening or SufJ&lk11 ( i n tuo v a r i a t i o n s ) i s naively-
attributed to " T a l l i s or Brentbank". 
"Angels" i s i n the adapted, not the o r i g i n a l , rhythm. 
"Job11 has i t s repeat i n the l a s t l i n e ( i n spite of the 
preface). 
"Montgomery" (M.H.B.3li) i s c a l l e d "Bloomsbury" 
"Winchester" (M.H.B.274) i s i n t r i p l e time and rather 
f l o r i d . 
"York" is somewhat altered and attributed to G.Milton. 
"St Magnus" (M.H.B.72) i s c a l l e d "Nottingham"7 
"Palatine" (M.H.B.24) i s c a l l e d "Psalm 72*?. 
"St Mary" (M.H.B.175) has dotted passing-notes and i s ca l l e d "an old German melody by Rathiel" . 
"Nicolaus" (M.H.B.587) i s c a l l e d "St George's" and attributed to J.S.Bach. 
"Hanover" (M.H.B.8) i s attributed to "Handel, or more probably Dr Croft". 
"Austria" (M.H.B.16) i s c a l l e d "Vienna". 
"Easter Morn" (M.H.B.204) i s attributed to "J.Carey". 
"Wirksworth" (M.H.B.364) i s c a l l e d "Aylesbury". 
"Bithynia" (M.H.B.431) i s attributed "Prom an Old L a t i n 
Service". 
William Mather (1756-1808) was organist at the St Paul's and 
St James's churches, S h e f f i e l d . I n 1805/6 he published 
"Sacred Music. I n an Easy Style for the Children of Charity Schools". 
Besides 26 psalm and hymn tunes, i t contained chants, responses 
and 6 anthems, including "Luther's Hymn" with trumpet i n t e r -
ludes and Pergolesi's anthem "0 Lord, have mercy on me". The 
Advertisement says: 
(38. 
" I have presumed to add a choru6 to that "beautiful 
Anthem from Pergolesi, to the same Words, and i n the 
same S t i l e as near as I could, "because I thought they 
would prove acceptable to Choirs i n general, i n the 
manner I have done them." 
Many of the tunes are marked "L i v e l y " , others "Chearful". I n 
several i s a l i n e for two parts i n t h i r d s ; often the l a s t 
l i n e of the verse i s repeated. I n some, the sopranos or 
tenors are divided. Grace-notes are common. Mather i s addicted 
to the contemporary fashion of runs i n thirds or s i x t h s , with a 
t u t t i i n the f i n a l l i n e of the verse, and with repeated 
l i n e s of the text. One anthem (solo, semi-chorus and chorus) 
i s "For G i r l s " , of which the l a s t verse (embellished with 
t r i l l s and runs) i s : -
"Daughters of poverty, cease, cease Your t e a r s , 
Daughters of poverty, cease,-cease Your t e a r s , No more 
l e t Notes of p l a i n t i v e sorrow flow, cease, cease Your 
tears , No more l e t Notes of p l a i n t i v e sorrow flow. 
Dispel your anxious weak foreboding t e a r s , Dispel your 
anxious weak foreboding t e a r s , And change for gratitude 
the t a l e of woe, And change for gratitude the t a l e of 
woe. Charity within these walls O'er Nature holds her 
sway...." etc. 
And an Anthem "For Boys" proclaims:-
"What i l l s attend on infancy, By hapless poverty 
depressed, by hapless, hapless poverty depressed. Pale 
want expands her raven wings And fost e r s darkness i n 
the breast...." etc. 
" A t t e r c l i f f e " (M.H.B.333). Mather did not name h i s tunes; t h i s 
one i s c a l l e d "Nottingham" i n Cheetham's book; and 
"Sheffield" i n PIBrown's "Companion to the Hymn Book" 
(sc.Primitive Methodist) and i n C.H. I n Fawcett's 
"Melodia Divina" i t i s c a l l e d "Medfield" or " B l i s s " . I n 
C o t t e r i l l (1831) i t i s c a l l e d "Bethphage" and the 
crotchets are not dotted. I n M.H.B. (1933) they are 
dotted, as in the o r i g i n a l - which appeared i n the 
Appendix of Edward M i l l e r ' s issue of Watts's "Psalms". 
In M.H.B. (1904) these dots are wrongly omitted and the 
tune altered i n melody and harmony. I n S.P. (1931) the 
harmony i s by M.Shaw. I n Mather's book the tune i s 
marked " L i v e l y " , and set to the Sternhold A Hopkins 
version of Psalm X X I I I . 
(39..-
"Canada" (M.H.B.807). This i s set lay Mather to Watts's Psalm 
XIX, i n key A, and the rhythm i s s l i g h t l y more f l o r i d 
than i n M.H.B. In Waite's Book i t i s c a l l e d "Burnley"; 
in Cheetham's i t i s c a l l e d "Mather's Morning Hymn". 
See Music Example page 39a for Mather's arrangement of P l e y e l . 
Robert Bennett (1788-1819). He was a chorister at King's 
College, Cambridge, became organist at S h e f f i e l d P a r i s h Church; 
and was the father of W.S.Bennett. Among h i s tunes i s "Hensbury" 
(M.H.B.104); i n R.A.Smith's "Sacred Music" (1828 edition) i t i s 
c a l l e d "Eastgate"; i n Cheetham's book i t i s c a l l e d 
"Bemmet's" ( presumably a misprint;). I t i s i n the t y p i c a l 
early 19th century s t y l e - though i t s runs i n thirds and 
sixths over a tonic or dominant bass are disguised i n 
M.H.B. (1933) 
Another of the S h e f f i e l d hymn-tune writers was T.Campbell 
whose "The Bouquet" (1825) of twentythree o r i g i n a l tunes, a l l 
having botanical names, included "Sagina" (M.H.B.371); some 
suppose t h i s to be a t y p i c a l "Old Methodist" tune, but i t s 
date shews that i t was unknown to the early Methodists. The 
genuine and authentic Old Methodist tune for t h i s hymn "And 
can i t be" i s "Crucifixion", as set i n J.Wesley's "Foundery" 
tunebook (1742). (M.H.B. A.T.28). 
Thomas areatorex (1758-1831); he studied with P l e y e l and others 
i n Holland and I t a l y , was organist at C a r l i s l e Cathedral, 
Newcastle Cathedral and Westminster Abbey, and was a professor 
at the R.A.M. Among hi s publications were "Parochial Psalmody" 
(1823) and "A Selection of Tunes" (1829). His books had.very 
f l o r i d writing with many t r i l l s ; "Tottenham" (M.H.B.383) i s an 
anonymous tune i n h i s "Parochial Psalmody"; i t may be assumed 
to be his own composition; i n t h i s book "St John's" i s an 
adaptation o f t ) Father, whose Almighty power"; (Handel's'Judas 
(39 a. 
Mather, in his "Sacred Music", set Addison's Psalm XCVT 
(M.H.B.413) to "A favorite Air of Pleyel'e harmoniz'd":-
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Maccabaeus") and "Norton" an adaptation of "What though I trace" 
(M.H.B.561). ( Handel 1s "Solomon") 
John Beaumont became one of John Wesley's preachers; he died i n 
1822. His tune "St Ignatius" (M.H.B.747) was i n h i s "The New 
Harmonic Magazine" (1801). John Grimshaw died i n 1819; h i s tune 
"Heaton Norris" (M.H.B.429) i s set in E . F l a t i n h i s "Twentyfour 
Hymns" (1810). Zerubbabel Wyvill (1763-1837) composed "Eaton" 
(M.H.B.750), published i n 1802. I t was set as a L.M. with the 
l a s t two l i n e s repeated, and c a l l e d "Hymn for Morning Service". 
For the o r i g i n a l , see H.A.M. (1909) page 578 - i t i s i n H.A.M. 
( 1 9 0 4 ) ; there i s a variant i n the psalmody books of Cheetham 
and Mercer. Johann Gottfried Schicht (1753-1823) was head of 
the Thomas Schule i n Leipzig. "Zu meinem Herrn" (M.H.B. 577) i s 
i n h i s "Allgemeines Choralbuch" ( I 8 1 9 ) . C a r l Gotthelf Glaser 
(1784-1829) wrote "Azmon" (M.H.B.485) i n 1823. Joseph Jowett M.A, 
(1784-1856) was rector of S i l k Willoughby i n Liners; His tune 
"Kerry"(M.H.B.754) i s i n h i s "A Manual of Parochial Psalmody" 
( 1 8 3 2 ) . 
The nadir of degradation was probably touched in the 
compilation of Robert Rogers, the organist of St James's Church, 
She f f i e l d ; psalmodies l a t e r i n the nineteenth century were 
tamer but not so vulgar - they might be uninspired but they were 
not indecent. But the general s t y l e of 1820-1825 has an 
I t a l i a n f l o r i d i t y with appoggiaturas, grace-notes, chromatic 
and other passing-notes, and runs i n third s over a drone 
which resulted i n t r u l y h o r r i f i c hymn-tunes. Rogers 
published (cl833) "Sacred Music... including a variety from 
the works of Handel, Haydn, Mozart, Beethoven, P l e y e l , &c 
to which are added several Original Tunes". The majority of 
the contributions are by She f f i e l d organists - Rogers himself, 
•J.Hudson, W.Mather and J.Bottomley. 
"Almeida" i s probably an arrangement from P l e y e l ; so also i s 
"Creed Lane". 
"Maccabaeus" i s from Handel's chorus "0 Father, whose Almighty 
power". 
"Persia", "Galatea" and "Mamre" a l l appear to be arrangements 
from Handel; "Messiah" i s from h i s a r i a " I know that my 
Redeemer l i v e t h " ; there i s one from h i s Op.40. "Redemption" i s 
an incredible arrangement by Rogers of "Worthy i s the Lamb". 
"Peaceful Source" and "Mantua" are arranged from Haydn; there 
i s an arrangement of "The heavens are t e l l i n g " , and two from 
Mozart and another from C o r e l l i . 
"Helmsley" (M.H.B.264) i s attributed to M.Madan. 
There are doxologies to Hudson's tunes "Halifax" and "Weston". 
"Eastern Star" has 2^ bars - 11 notes - for the preposition "to" 
I quote a number of extracts from Rogers's book i n Musical 
Examples pages 4la-41c. 
John Fawcett settled i n Bolton, Lancashire i n 1825; he died i n 
I867. His tunes are c h a r a c t e r i s t i c of the period, noisy and 
bustling, with runs i n thir d s over a stagnant bass (or with 
the other parts s i l e n t - es p e c i a l l y i n the penultimate l i n e ) 
and "fugal" imitations. Most of the tunes were named af t e r 
places i n Lancashire and West Yorkshire. He made over a dozen 
compilations of hymn tunes, including "Melodia Divina" (1841). 
This has adaptations arranged by Fawcett from Handel, Haydn, 
Mozart, Beethoven, Mendelssohn, C o r e l l i , Arne, Avison, Weber 
and Spohr. 
"Creation" i s from "The heavens are t e l l i n g " . 
"Leydeh" i s from "With verdure clad". 
"Helmsley" (M.H.B.264) i s c a l l e d an "Ancient Gaelic A i r " . 
"Handel's Hymn" i s from " I know that my Redeemer l i v e t h " 
(41a. 
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41b). 
'•Sheffield' 1 by H.Bennett i s another s i m i l a r production: 
Mu s i c 
Prom Robert Rogers; "Sacred ^ fflfflBB»',,(cl833). 
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Robert Rogers: "Sacred Music"(cl833). ( 4 1 c . 
I t includes E.Harwood's " V i t a l Spark"; i t was a favourite 
"anthem" with the v i l l a g e choirs of the 19th century, hut 
was omitted from most o f f i c i a l chuflch hymnbooks by the 
middle of the century. 
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"Animation" ("by J.Pawcett) has runs of thirds over a pedal. 
"Georgia" i s an adaptation of "See the conquering hero comes". 
"Sidon", and a s l i g h t l y different form c a l l e d "Tenterden" i n 
th i s same book, are adaptations of Beethoven's "Romance i n G." 
i*0$-SsifcPsome other books i t i s c a l l e d "Sardis". 
"Heber's" i s an adaptation of Mendelssohn's "Lieder ohne Wo'rte 
No. 9. 
"Dudstone" (four 7's) i s an adaptation from the Andante of 
Beethoven's Pf.Sonata, Op.Ik No.2. 
"Cranbrook", "Dartford", Madan's "Denmark", "Calcutta" are 
included, as i s Harwood's "Pope's Ode" with i t s thirds over a 
pedal, and numerous other i n f e l i c i t i e s . 
I quote several extracts from Fawcett's "Melodia Divina", see 
Music Examples, pages U2a-k2b, 
^Christian Psalmody for Congregational Use....Dedicated (by 
Permission) to h i s Grace the Lord Archbishop of Y o r k " ( l 8 3 l ) . 
Compiled by the Rev. Thomas C o t t e r i l l . 
This has over 200 tunes; the chief contributers are S.Mather, 
Wm. Mather and T . C o t t e r i l l himself. 
"London New" (M.H.B.224) i s attributed to Dr Croft. 
"Emmanuel" ( i . e . "Miles Lane" M.H.B.91) i s attributed to B. 
Milgrove. 
"St Mary's" (M.H.B.175) i s attributed to Rat h i e l . 
"Windsor" (M.H.B.237 - from Tye's "Acts of the Apostles") i s 
attributed to G.Kirby. 
"Easter Hymn" (M.H.B.204) i s attributed to H.Carey. 
"Ephesus" i s arranged from Beethoven's "Romance i n G", Op.40. 
"Angel's Hymn"; the rhythm and melody are adapted as i n M.H.B. 
384. 
"Denmark"; t h i s t y p i c a l "ranter" one of the worst and most lud 
icrous examples of the period - i s not i n a Methodist but i n a 
Church of England book - though, of course, Methodists lapped 
up t h i s kind of thing as avidly as did people of other 
denominations. See Music example pages 43a-43c 
"Job" (M.H.B. A.T.14) i s attributed to "Dr" Arnold. 
From Fa*cett: '»Melodia Divina"(184l). 
"Missionary" by Walker has the usual 3rds over a pedal. 
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Prom Fawcett: "Melodia Dlvlna , f(184l). 
"Evening Hymn"(M. H. B.943). To the usual "uncanonization," 
quoted ab&ve, page 32a, Faweett adds a symphonic interlude/-
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"Creation", arranged from Haydn's "The heavens are t e l l i n g " , 
i s set to Addison's version of Psalm XIX ("The Spectator" 
No.46, 23rd August 1712); see M.H.B.44. 
Laban, attributed to Guilleaume Prank. This i s the "Old 124th" 
of Bourgeois-Goudimel (M.H.B.912). I t i s c a l l e d "Basle" i n 
Mercer's Psalmody. 
"Judgment" i s the "Nun freut euch" used "by J.S.Bach, W.S.Bennett 
and many others(M.H.B .7l). I t i s c a l l e d "Luther's Hymn"ln 
Waite, and "Altdorf" i n Mercer (1864); i t has a trumpet 
ob"bligato i n Cheetham's Psalmody. 
I uuote several extracts from t h i s book: see pages 43a-43d. 
"Gheetham's Ps almody". New edition by J.Houldsworth ( l a t e 
organist of Halifax Parish Church), with Appendix by Dr J.V. 
Roberts (organist, Parish Church, H a l i f a x ) ; 1832. Supplement 
arranged "by J.H.Probisher (organist of the Pa r i s h Church, 
H a l i f a x ) , 2nd edition 1855. 
"Wainwright" has a l i n e of organ interlude i n the middle, then 
women's voices i n thirds and s i x t h s , with four parts for the 
l a s t l i n e . 
"Edwinston", "Mather's Hymn", "Calcott", "Stonefield", "St 
Martin", "New London", "Arabia", "Devizes", "Shirley", 
"Ascension", "Whitby", "Daventry", "New Greenwich", "Portugal", 
"Delamain", "Dismission", "Variety", '•Westmor eland", "Lenton", 
"Wigan", "Day of T r i a l " , "Monmouth", "Worsley" a l l have runs i n 
thirds over a pedal, mostly for women's voices. 
"Haydn" (an adaptation of one of h i s Slow Movements) i s "Otterbourne" (M.H.B.710). 
"Job" (A.T.14) i s attributed to Arne. 
"University" (M.H.B.49) i s attributed to Harwood. 
"St Mary" (M.H.B.175) and "London New" (M.H.B.224) are attributed to Croft. 
"Bedford" (M.H.B.I55) i s attributed to Coombs; for the o r i g i n a l 
rhythm see 0.H.B.246, E.H.83. 
"Cranbrook" i s set as a S.M. 
"Luther's Hymn" (M.H.B. 71) has a trumpet obbligato a f t e r every 
l i n e . (Presumably the a l l u s i o n i s to the angel's trumpet-call 
at the end of the world, since the tune was usually set to 
the hymn "Great God, what do I see and hear". 
The l a s t piece i s " V i t a l Spark" (Harwood). 
Prom T . C o t t e r i l l : "Christian Psalmody"(1831). 
"Messiah". CM. 
(43a. 
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"G a l i l e e " r Havdnf(L.M.) shows s i m i l a r ! t l a s with Mn7 f lrt , f l 
"Lonsdale"(D.S.M.) i s attributed to C o r e l l i , and set to a 
John Davy'a "The Bay of B i s c a y ' ^ — i n phrase-shape and two 
cqaenees. 
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"Jubilee"(concluded) 
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John Greenwood (1795-1837) published h i s "Psalmody" i n I838; 
many of i t s tunes have imitative e n t r i e s , repeats, runs 
i n t h i r d s followed by a t u t t i , and choruses. The place-
names of the tunes are mainly from the north of England, 
e s p e c i a l l y from West Yorkshire and South Lancashire. They 
include Harwood's " V i t a l Spark", Madan's "Denmark", 
"Comfort", "Daisy H i l l " , "Wheat and Tares". "Hindley" i s 
an adaptation of Handel's March from "Scipio", and 
"I n v i t a t i o n " from Haydn's a r i a " I n verdure clad". "Luther' 
Hymn" (M.H.B.71) has trumpet interludes. For "Warwick" '\ 
(M.H.B.387) see Music Example, page 19a. 
Several publications towards the end of the nineteen century 
s t i l l show a nostalgic longing for the ranting type of tune, 
with the mistaken notion that they are "Old Methodist". 
"Old Methodist Tunes. Intended to i l l u s t r a t e a lecture e n t i t l e d 
Stories of Old Methodist Hymns." Arranged and compiled by the 
Rev. Alfred Roebuck (I887). This comprises 25 so-called "tunes 
of early Methodism". 
"New Portugal", i . e . "Adeste f i d e l e s " (M.H.B.118) i s unhappily 
set to Watts's "Praise ye the Lord" (M.H.B.79). 
"Eyethorn" has repeats and busy runs against a tonic pedal. 
"Worcester" has fugal imitations i n the parts, and repetitions 
i n the words. 
"Underbank" has parts sung against tonic and dominant pedals, 
and repeats; set to "Behold the Saviour" (M.H.B.193). 
" C o r n h i l l " has repeats and imitations, set to "Commit thou a l l 
thy g r i e f s " (M.H.B.507). 
"Lonsdale"; see Music Example page 43a. 
"Desert" OLyngham" A.T.8) set to "Come, 0 Thou a l l - v i c t o r i o u s 
Lord" (M.H.B.347). 
" I n v i t a t i o n " , a L.M. adaptation of "In verdure clad". 
"Rothsay", a S.M. which repeats the l a s t two l i n e s of words. 
"New Street", with many repeats, i s set to "Come on, my partners 
(M.H.B.487). 
"Eschol", "adapted from a Hebrew chorus", i s set to "Depth of 
mercy" (M.H.B.358). 
"Majesty" (M.H.B.1904,Appendix 26; P.M.H. Appendix IO89) i s set 
to "Arise, my soul" (M.H.B.368) with repeats. 
(45. -
"Crucifixion", a L.M. with "fugal" imitations and repeats. 
"Creation", an adaptation of "The heavens are t e l l i n g " . 
"Canton" has fugal runs and repeats, set to "Sow i n the morn" 
(M.H.B.599). 
"Derby" has imitative repeats, set to "Jesus s h a l l reign" (M.H.B.272). 
"Calcutta" (see Music Example page 22a) i s set to "Lord, 
dismiss us" (M.H.B.693). 
"Wheat and Tares" 
"Dismission" has a doxology-chorus. 
About t h i s period, W.J.Harvey wrote "Hymns and Tunes of Long 
Ago: A Service of Song for Sunday Schools". 
I t s twenty tunes include "Nativity" (A.T.8), "Ashley" 
(Madan), "New Creation" (from Haydn), "Arabia" (M.H.B.602), 
"Craribrook" ( C l a r k ) . "Lydia" (M.H.B.92), "Denmark" (Madan), 
"Praise" (M.H.B.487), "Hensbury" (M.H.B.104), "New York" 
( i . e . "Chimes" M.H.B.722), "Calcutta"(Clark) and the 
"Bvening Hymn" (the usual corruption of T a l l i s ' s Canon, 
M.H.B.943). 
??The House of God. A Service of Song, consisting of Old 
Methodist Hymns set to Old Methodist Tunes, arranged by the 
Rev. A l l e n Rees. No organ. Three V i o l i n s (Two F i r s t and one 
Second), Violoncello, Double Bass, two Clarionets, and a 
Bassoon". 
"Denmark" (Madan); t h i s tune has consecutive 8ths and 5ths, 
runs i n th i r d s , f l o r i d demi-semiquavers rand repetitions of 
words; i t contains everything bad of the s t y l e of i t s period. 
(See Music Example, pages 43a-43c) 
"Josiah"; i t has an unresolved 7th and overlapping parts. (See 
Music Example, pages 21a-21b.) 
"Praise" ( a l t e r e d i n M.H.B.487); i t has a monotonous bass, then 
the bass part alone; the upper parts are in continuous 3rds or 
6ths; then the soprano and alto together only; and repeats of 
words. (Date 1790). 
"Job" (a l t e r e d i n A.T.14) has the usual r e p e t i t i o n of words; 
and the tenors are s i l e n t for a l i n e . 
"Burnham" (Clark) has fugal repetitions and runs i n 3rd3and 6ths. 
So also has "Knaresboro 1" by Leach. 
"Cranbrook"; could anything more devastating to the atmosphere 
of divine worship be conceived? 
(US, 
"Mount Ephraim" by Milgrove (M.H.B.424). 
"Missionary"; see Music Example page 42a. 
" J u s t i f i c a t i o n " (M.H.B.79), written i n 1816 by J.Eagleton, a 
Congregational minister. 
"Comfort" (P.M.H.1071); Sees states i t to be by Handel - the 
opening phrase i s reminiscent of the "Messiah" chorus " L i f t up 
your heads". See Music Example, page 46a. 
"Oatlands" ( C l a r k ) , has soprano alone, then soprano and alto 
i n t h i r d s , then four parts; and verbal repetitions.. So also 
has "Auburn" by Lawson. 
"Nativity" ("Lyngham" A.T.8), written by T.Jarman, a B a p t i s t , 
i n 1803. 
" S i c i l i a n Mariners" (M.H.B.765); the soprano and alto run i n 3rds. 
Pope's Ode " V i t a l Spark"(E.Harwood); i t was almost as popular 
i n t h i s period as "Hallelujah" and "Worthy i s the Lamb" 
("Messiah"), i t has soprano and alto quavers and semiquavers 
alone i n 3rds, and also over a tonic bass. I t has verbal 
repetitions, and i s f u l l of musical c l i c h e s and phrases 
reminiscent of well-known c l a s s i c a l works. 
"The Centenary Tune Book. A Selection of Old Methodist Tunes" 
(Rogerson & James. 1897). 
The Preface says that they are "the best and most popular old 
Methodist tunes" - published at the centenary of John Wesley's 
death; but they are ju s t the type against which he fought a 
losing b a t t l e a l l h i s l i f e . They are not old at a l l , but were 
written i n the nineteenth century, a f t e r h i s death; and many 
of them were not composed by Methodists. 
F.James, Mus.Bac., L.R.A.M., writes an introduction i n 
which, a f t e r an u t t e r l y inadequate and unappreciative reference 
to pre-Reformation music, he supports, as a sort of d e v i l ' s 
advocate, the rampant kind i n t h i s book - though he makes 
serious admissions i n noting several c h a r a c t e r i s t i c s of t h i s 
type: 
"Repetitions of one or more l i n e s of the hymn.», the only 
r e a l objection i s that i n some cases they make incomplete 
and occasionally absurd sense, p a r t i c u l a r l y i n such tunes 
a6 repeat h a l f a l i n e . But the majority of tunes 
containing repe t i t i o n s , i f properly wedded to words, 
produce no bad e f f e c t . " 
He continues that another c h a r a c t e r i s t i c i s the fugal or 
rhythmical imitations which occur i n the various parts, 
doubtless owing to Handel's influence. He confesses that the 
composers of Old Methodist Tunes were r a r e l y cultured musicians, 
'•Comfort" , in "The House of God"(A.Rees). (46a. Also fcn the Primitive Methodist Hymnal(ie89), No. 1071. 
Reea sets i t to ''Thee. Jesus, f u l l of truth and grace" 
(M.H.B.D19). which producco an i n f c l l c l t o u c repetition in 
verse 1, l i n e 4: ffAnd mng, and magnify.... " -
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but were usually leading singers i n chapels. Their lack of 
musical education caused many unfortunate errors i n harmony. 
The "book has 157 tunes, including "Craribrook", "Calcutta", 
"Diadem" (A.T . 6 ) , "Lyngham" (or "Nativity" A.T . 8 ) , "Praise" 
(M.H.B.92), "Devizes" (M.H.B.560), "Shirland" (M.H.B.341), 
"Reuben" (M.H.B.718), "Sovereignty" (M.H.B.356), "Sagina" 
(MoH.B . 37 l ) ; many of the remainder are .extreme examples of the 
st y l e - even worse than i n Rogers 1 s Anglican "book. Nearly a 
hundred of these tunes have no composer's name attached; of the 
r e s t , ten are "by Clark, eight "by Leach, f i v e "by Pawcett and 
four "by Arnold. 
Among other tune-writers of t h i s period who are included i n 
M.H.B.(1933) are A.R.Reinagle ("St Peter" 9 9 ) , J.Daniell 
("David's Harp" 404), C.Hutcheson "Stacathro" 102), W.L.Viner 
("Dismissal" 6 9 3 ) ; and there are over twenty anonymous tunes 
of varying quality, one of which i s "Pulda" (323). 
"Pulda" was i n V o l . 2 of Gardiner's "Sacred Melodies" 
(6 Vols. 1812-1815) . In C o t t e r i l l ' s 1831 edition and 
i n C.H. i t i s c a l l e d "Walton" and attributed to Beethoven 
- no connection has "been traced. A variant i n the 
(Primitive Methodist) "Companion to the Hymn Book" i s 
ca l l e d "Beethoven". The Musical Times (January 1948) 
points out the s i m i l a r i t y of the opening phrase of t h i s 
tune to the introduction to "0 I s i s and O s i r i s " i n 
Mozart's "The Magic F l u t e " : see Music Example page 46a . 
W.Gardiner was an amateur musician who assembled garbled 
fragmants from masses, symphonies, quartets, minuets and 
operas of the great c l a s s i c a l composers. He act u a l l y 
constructed an oratorio "Judah" (1821) with selections 
from Haydn, Mozart and Beethoven, strung together by h i s 
own connecting passages. 
LINING-OUT. 
In 1644 the House-of Lords passed an Ordinance that metrical 
psalmody should be the only music allowed i n any place of worship 
"But for the present, where maay of the congregation cannot 
read, i t i s convenient that the minister, or some f i t person 
appointed by him and the other r u l i n g o f f i c e r s , do read the 
psalm l i n e by l i n e before the singing thereof." ( l ) 
1 ) . Dickinson: "Music i n the History of the Western Church", 
pages 269-270. 
Scholes: "The Puritans and Music", page 265. 
( 4 8 . 
I n the Preface to h i s "Whole Book of Psalms" ( l 6 7 7 ) j Playford 
refe r s to the Sternhold & Hopkins Version i n Ravenscroft 1s 
1621 P s a l t e r and says: 
"But time and long use hath much abated the wonted 
reference and estimation i t had for a hundred years 
after t h e i r establishment. The Reasons whereof, as I 
conjecture, are c h i e f l y these: 1. The f a u l t s that some 
find with the t r a n s l a t i o n : 2. The d i s l i k e that others 
have for the Tunes: and 3* The i l l custom of Reading 
every l i n e "by i t s e l f "before they sing i t . " 
The lining-out was usually done by the parish cl e r k i n the 
Church of England and "by the Precentor elsewhere. I t destroyed 
"both the l i t e r a r y and the musical sense "but was a necessary 
practice when hymribooks were scarce and expensive, and the 
majority of the congregation was unable to read the words. 
Thus Watts*s hymns needed to be suitable for being announced 
l i n e by l i n e and sung by i l l i t e r a t e s ; i n the Preface to h i s 
"Hymns"(l720) he says: .. 
" I have seldom permitted a stop i n the middle of a l i n e , 
and seldom l e f t the end of a l i n e without one, to 
comport a l i t t l e with the unhappy mixture of reading 
and singing, which cannot presently be reformed." 
Without t h i s care i n punctuation, a possible absurd r e s u l t 
might be: 
Precentor: "The Lord w i l l come, and He w i l l not" 
(repeated, as sung, by the congregation). 
Precentor: "Keep s i l e n c e , but speak out", 
(repeated by the congregation). 
However, i n the nineteenth century i t became more usual to 
read two l i n e s at a time. John Wesley approved of giving out 
two l i n e s at a time; the custom continued u n t i l very l a t e , 
both i n Methodism and i n the other Churches. In l8kk the 
Methodist Conference recorded: 
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"Mode of Giving out Hymns. 
Complaints having "been made that, i n some of our chapels, 
the novel practice has been introduced of reading and 
singing a whole verse of a hymn at once, instead of our 
usual and regular plan of giving out successive portions 
of verses, the Conference hereby records i t s serious 
disapproval of t h i s innovation, as "being inconvenient 
and i n j u r i o u s , e s p e c i a l l y to the poorer clas s e s of our 
fellow-worshippers, and not generally conducive to 
I n 1860 the Methodist Conference recorded: 
"Lining of Hymns. 
Resolved that the Conference hears with regret of 
increasingly numerous cases of departure from our long-
established custom of giving out the verse i n successive 
portions; not only because that practice appears to be 
more conducive than any other to the ends of devotion, 
e s p e c i a l l y on the part of the poor, but also because any 
interference with our ordinary modes of worship i s on 
many accounts undesirable. And, while we are unwilling 
to urge the discontinuance of the l a t t e r practice where 
i t has long existed, the Conference i n s t r u c t s the 
Ministers of the Body to discourage, by a l l prudent 
means, i t s introduction i n other places." ( 1 ; 
By t h i s time, each verse of the hymn was read out as a whole; 
and by CI89O the f i r s t verse only. The c l e r k or precentor 
used a pitch-pipe, or was supported by an instrumental band. 
The barrel-organ was often used i n smaller churches; i t has two 
or three wooden r o l l e r s , each with ten or twelve tunes (often 
including some secular ones); sometimes there were several 
stops. The bellows were operated by a crank in the spindle 
which turns the b a r r e l s ; the whole apparatus i s played by 
turning a handle - the tempo of former days must have been 
extremely slow: i t i s quite impossible to turn the handle 
quickly enough to play the hymns at a modern speed. There are 
many barrel-organs s t i l l remaining i n southern English churches, 
l ) . J.S.Curwen: Op.cit, page 62 . 
per 
(1) 
wo 11 e d i f i c a t i o n . 
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c h i e f l y i n East Anglia and the West country. Only a few of 
them are now used; one of those s t i l l i n regular use i s at 
Shelland near Stowmarket i n Suffolk, which has three "barrels, 
each with twelve tunes. I t was "built c l 8 l 0 and has s i x stops: 
Open diapason, Stopped diapason, P r i n c i p a l , Twelfth, F i f t e e n t h 
and Tierce. The f u l l organ ought therefore to sound very "bright; 
"but the l a t e Mr Robert Armstrong, the parish c l e r k (who had 
played i t from 1885 u n t i l h i s death i n 1935) said when 
demonstrating i t to me i n 1934: " I have had the same two out for 
years; I am not one for f i d d l i n g with the stops". 
"The great popularity which these automatons enjoyed i n 
English churches during the 18th and 19th centuries was 
a p r i n c i p a l cause of the deplorable state of organ music 
i n England."(1) 
(2) 
Nevertheless the remark by J.S.Curwen* ' may s t i l l have some 
pertinence today: 
"Barrel organs did not play wrong notes; they kept to 
the tunes which the congregation knew; and when they 
played the tune over i t was always possible to recognize i t J 
I n the sixteenth century, organ-playing was one of the 
"Eightyfour Fa u l t s and Abuses of R e l i g i o n " n o r was i t 
u n i v e r s a l l y approved i n the twentieth. In 1823 a Congregational 
deacon i n Manchester resigned over the intrusion of an organ, 
and the Rev.J.Adamson issued a pamphlet i n which he said: 
"Instruments of music were never used, even among the Jews. 
i n the ordinary worship of the Sabbath Day. When they were 
used i n the worship of God, they were accompanied with 
1) . H.D.M. page 432. 
2) . "Studies iri Worship Music", 1st Series page 182. 
3) . Scholes: "The Puritans and Music", pages 230, 336-339. 
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S a c r i f i c e and dancing. Hence advocates f or i t i n the 
New Testament churches, to he consistent,ought to dance 
as well as play. 
Instrumental music was neither admitted into the 
Apostolic churches, nor into those that succeeded them 
for more than seven hundred years. 
I t i s a custom derived from the idolatrous church of 
Rome. The churches which made the greatest progress i n 
reformation l a i d instruments of music e n t i r e l y aside. 
Instruments of music should never he admitted into a 
place of worship, because wherever they are admitted 
they produce a t r a i n of the most lamentable e v i l s . " ( l ) 
A similar concern was f e l t within Methodism. Wesley and many 
of h i s followers regarded musical instruments, e s p e c i a l l y 
( 2) 
organs, i n places of worship with disfavour: i t i s recorded^ ' 
that Wesley said " I have no objection to t h e i r being there so 
long as they are neither seen nor heard". String and wind 
instruments were common i n Methodist chapels, but i t was not 
u n t i l 1820 that Conference allowed organs i n even the lacgest 
chapels. The Chapel i n City Road, London was opened i n 1778 
but i t had no organ u n t i l 1882. To t h i s day the organ has 
never been used during the ordinary sessions of Conference; 
the tunes are pitched by the o f f i c i a l precentor. Various 
Conferences passed resolutions as follows:-
1780. "No organs should be placed anywhere t i l l proposed by 
Conference, and no voluntaries to be played during the 
time of divine service". 
But Laycock^-^ points out that Temple Street Chapel, Keighley, 
had an organ from 1777; and John Wesley preached there as l a t e 
as 1782, so he must have known of i t s existence, and there i s 
1) . See C.C.P. page x x x i i . 
2) . J.S.Curwen. Op.cit. page 73* 
"The Choir Magazine", May 1953; but see Scholes: "The 
Puritans and Music", page 348. 
3) . "Methodist Heroes" 
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no record of any disturbance - ha l f a century before the 
disruption caused by the Leeds organ. 
1797. "Let no organ be placed anywhere, t i l l i t be proposed 
at the Conference." 
1805• "Let no instruments of music be introduced into the 
singers' seats, except a bass v i o l , should the p r i n c i p a l 
singer require i t . " 
The only hymn books to be used are those authorised and 
printed by the Methodist Bookroom. 
"Let no Pieces, as they are c a l l e d , i n which r e c i t a t i v e s , 
by single men, solos, by single woment fuguing (or different words sung by different voices at the same 
time) are introduced, be sung i n our chapels." 
(The bass-viol was the only instrument that had o f f i c i a l 
recognition; the pitch-pipe was much used where no instrument 
was available. At Norfolk Street chapel, Sh e f f i e l d , a bass 
f i d d l e was t h e i r only musical instrument u n t i l the f i r s t organ 
there was b u i l t i n 1860). 
There are to be no musical f e s t i v a l s of "selections of 
sacred music"-"in which performances, the genuine 
dignity of s p i r i t u a l worship i s grossly abused, under 
the pretence of getting money for charitable purposes." 
1808 "We desire that a l l our Preachers w i l l strongly urge on 
th e i r congregations the propriety and importance of 
standing while they sing the praise of God." 
"The Conference judge i t expedient to refuse a f t e r t h i s 
present year t h e i r sanction or consent to the erection 
of any organs i n our chapels." 
"Where organs have already been introduced, the Conference 
require that they s h a l l be so used as not to overpower 
or supersede. but only to a s s i s t our congregational 
singing; and that they s h a l l be considered as under the 
control of the Superintendent or of the o f f i c i a t i n g 
Preacher for the time being, whose right and duty i t i s to 
conduct every part of the public worship of God. Let no 
voluntaries be played during the time of Divine service: 
and l e t a l l the rules respecting singing and instrumental 
music, which were made at the She f f i e l d Conference i n 1805, 
and published i n the Minutes of that year, be uniformly 
enforced." 
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I n 1826 an organ was placed i n Brunswick Chapel, Leeds, by 
the authority of the Trustees; t h i s led to much disturbance 
throughout the country, and eventually a thousand members 
and three or four thousand adherents l e f t Methodism. Various 
o f f i c i a l s , lay preachers and members of Leeds Methodism 
announced that they were forming "a d i s t i n c t C h r i s t i a n com-
munity under the denomination of Wesleyan Protestant Methodists 
I n the northern parts of England the organ was linked with 
popery i n many minds, and there was a genuine fear that i t 
would hinder s p i r i t u a l work. James Sigston, aschoolmaster, 
and other laymen were the leaders of the Wesleyan Protestant 
Methodists, who held t h e i r f i r s t annual Assembly i n 1829. In 
I 8 3 6 they joined with the Wesleyan Methodist Association; 
t h i s l a t e r amalgamated with the Wesleyan Reform body to become 
"The United Methodist Free Churches". I conclude t h i s section 
by summarizing the objections to instrumental music i n public 
worship, as published by Daniel Isaac i n 1827: 
"Vocal Melody; or, Singing the only music sanctioned 
by Divine Authority i n the Public Worship of C h r i s t i a n s " . 
(York) 
The Preface st a t e s : 
"The author objects to instrumental music i n the house of 
God....The arguments i n t h i s l i t t l e t r a c t are directed against 
instruments of a l l kinds. Organs are undoubtedly the worst: 
because they make most noise, nearly drown the voice of those 
who sing, and render the words quite unaudible. Bass 
instruments are the l e a s t objectionable: because they do not 
in t e r f e r e with the a i r of the tune, nor prevent the words 
which are sing being pretty d i s t i n c t l y heard. Since, however, 
they are a l l unlawful, they ought a l l to be l a i d aside." 
He argues that instruments i n the Old Testament were 
r e s t r i c t e d to the p r i e s t l y o f f i c e , and to the s a c r i f i c i a l 
service only, and to the central Jerusalem Temple only; and 
that as these have no place under the Gospel, i t cannot be 
used as a precedent for C h r i s t i a n s . He further maintains 
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that the New Testament ref e r s only to vocal and not to i n -
strumental praise. 
He quotes the "Apostolic Constitutions", Book V I I I , Chapter 32: 
" I f any come to the mystery of godliness, "being a player 
upon a pipe, a l u t e , or an harp: l e t him leave i t off, or 
he rejected". 
In h i s Homily on I Samuel X V I I I , 1-9, Calvin writes: 
"Instrumental music, we maintain, was only tolerated on 
account of the times and of the people, "because they 
were as "boys, as the sacred Scripture speaketh, whose 
condition required these puerile rudiments. But i n 
gospel times, we must not have recourse to these, unless 
we wish to destroy the evangelical perfection, and to 
obscure the meridian l i g h t which we enjoy i n C h r i s t our 
Lord." 
Knox removed the organs from the churches of Scotland. 
John Wesley, on one occasion, when he had "been preaching i n a 
church, observes: 
" I was greatly disgusted at the manner of singing: 
1. Twelve or fourteen persons kept i t to themselves and 
quite shut out the congregation. 
2. These repeated the same words, contrary to a l l sense 
and reason, s i x , eight or ten times over. 
3. According to the shocking custom of modern music, 
different persons sing different words at one and the 
same moment; an intolerable i n s u l t on common sense, and 
u t t e r l y incompatible with any devotion." 
Minutes of Conference 1768: 
Beware of formality i n singing, or i t w i l l creep i n upon 
us unawares. I s i t not creeping i n already, by.those 
complex tunes, which i t i s scarce possible to sing with 
devotion? Such i s , "Praise the Lord, ye blessed ones". 
Such the long quavering h a l l e l u j a h , annexed to the 
Morning Song tune, which I defy any man l i v i n g to sing 
devoutly. The repeating the same words so often, (but 
especial l y while another repeats different words, the 
horrid abuse which runs through the modern church music), 
as i t shocks a l l common sense, so i t ne c e s s a r i l y brings 
i n dead formality, and has no more r e l i g i o n i n i t than a 
Lancashire hornpipe." 
Minutes of Conference 1800: 
Can anything be done to prevent, what appears to us a 
great e v i l : namely, bands of music and t h e a t r i c a l singers 
being brought into our chapels, when charity sermons are 
to be preached? Let none i n our connexion preach charity 
sermons, where such persons and such music are introduced," 
( 5 5 . 
I I . THE MID-NINETEENTH CENTURY 
"Church music i n the nineteenth century pr esents a 
bewildering mixture of the good, had and i n d i f f e r e n t , 
of decay and revival....hut an enormous amount of the 
f i n e s t music - much of i t practicable for the parish 
church - goes unheard, while too much that i s unworthy 
i s s t i l l performed." ( l ) 
During the mid-century the Wesleyan Methodists used Booth's 
"Wesleyan Psalmist" ( l8 i+3,1857,1873), Mason's "A Companion to 
the Wesleyan Hymribook" (181+7), "Wesleyan Hymns" ( 1 8 5 9 ) , Sugden 
and West's "Westminster Tune Book", Dobson's "Tunes New and 
Old" and the "Wesley Tune Book" by H i l e s ; the f i r s t tunebook 
1 ) . Alec Robertson, "Sacred Music", pages 66,- 70. 
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authorized "by t h i s Church was i n 1877. The music of the 
Primitive Methodists was supervised i n 1889 "by William Heslop 
of Darlington, Dr George Booth of C h e s t e r f i e l d and Henry Coward 
of S h e f f i e l d . The United Methodists used Rippon's "book, then 
"The Union Tune Book" (1842, 1854); i n 1864 they published 
"The Methodist Tune Book" (a companion to the hymribook of the 
Methodist New Connexion). Later came two more c o l l e c t i o n s , 
which were combined i n 1889. Nonconformists generally, 
(including the Methodists) used various editions of "The 
B r i s t o l Tune Book". But the usual condition of church 
instrumental and choral music i n the country, i n both Anglican 
and Nonconformist worship, was poor; t h i s was r e f l e c t e d i n the 
expression of Church P r a i s e , including the hymns and t h e i r 
tunes, i n the Methodist as well as i n the other Churches. De 
Quincey wrote in 1840: "There i s accumulated i n London more 
musical science than in any c a p i t a l i n the world" and yet "the 
psalmody i n most parishes i s a howling wilderness." 
I n 1847 only f i v e Cambridge Colleges had a choral Service 
and several of the Cambridge Colleges had no organ. For 
p r a c t i c a l l y two centuries since 1662 there was l i t t l e church 
music performed except in the cathedrals and colleges, and 
even cathedral music was in a poor sta t e . Instead of performing 
Elizabethan polyphony or contrapuntal anthems and motets, they 
introduced pieces from oratorios. The Daily Offices were 
slovenly and c a r e l e s s ; the art of prose chanting was v i r t u a l l y 
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l o s t . No cathedrals except Durham and Exeter had a sung 
Eucharist; the music of the Chapels Royal was c h i e f l y an 
exhibition -of instrumental "brilliance. Church music was 
corrupt and a r t i f i c i a l ; clergy and people were passive 
l i s t e n e r s instead of active worshippers. The praise i n 
churches generally was limited to metrical psalms and perhaps 
a few hymns, and not many hymn-tunes were commonly known "by 
congregations; the congregational t r a d i t i o n which had "begun 
at the Reformation had disappeared. Though there was much 
good poetry and fin e music produced during the nineteenth 
century, most of i t was outside the "boundaries of the Church, 
which was content with many very ordinary hymns and a great 
many i n f e r i o r hymn-tunes. 
"The hymn-book output of the 18th century is....more to 
be commended than the bulk of 19th century production. 
A notable exception, however, resulted from the r i s e of 
i n t e r e s t i n Plainsong and the Chorale which occurred i n 
England about the middle of the 19th century and which 
introduced into the hymnal an element of v i t a l i t y and 
musical excellence long overdue. This was the r e a l 
achievement of 19th century English hymnody and helps 
us to forget a l i t t l e the ensuing p a l l i d r e f l e c t i o n s of 
romanticism that characterize the hymns of the Victorians. 
The 18th century hymn may have been at times d u l l , but 
i t has never been charged with musical feebleness or 
sentimentality." (1) 
The changes wrought by the Oxford Movement and by the Plainsong 
r e v i v a l had an important e f f e c t , helping to bring about a 
gradual modification of approach,indirectly but ultimately, 
i n Methodist hymnody too. The Oxford Movement brought the 
choir into the chancel from the west ga l l e r y , favoured boy 
sopranos instead of women and g i r l s , and introduced the organ. 
1 ) . H.D.M. page 3k7. 
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I t developed prose chanting, though t h i s was regarded by some 
people as Popish and i t aroused considerable opposition - i n 
ordinary parish churches the psalms had been read. Dr Jebb %•„•:. 
issued "The Choral Responses and L i t a n i e s of the Anglican 
Church" (1847-1857). There began a p r o l i f i c production of 
hymns and hymn-tunes to meet a growing l i t u r g i c a l sense among 
High Churchmen. Even small parish .churches began to have 
surpliced choirs and t r i e d to copy the cathedral service; there 
• t 
was a general r e v i v a l of parish church music. In 1840 there 
were only three surpliced choirs in 1London - at St Paul's 
Cathedral, Westminster Abbey and the Chapel Royal (St James's 
Palace). In 1842 the Temple Church inaugurated a choir of 
some fourteen voices, including s i x boys, to do the regular 
cathedral Service. By 1888 there were f i v e hundred surpliced 
choirs i n London alone. Hook, the Vicar of Leeds, had a 
professional choir with f u l l d a i l y choral Services. The modern 
sort of p a r i s h church choir came into being only through the 
Oxford Movement which, though primarily d o c t r i n a l , undoubtedly 
helped to improve musical standards, fostered by such men as 
Garrett, Gore-Ouseley, Goss and Hopkins. Choral celebration 
of the Eucharist with the G l o r i a , Sanctus, Benedictus and Agnus 
Dei became more usual. The f l o r i d tunes of the e a r l i e r part of 
the century were discouraged, and even the Anglican chant was 
found wanting and Gregorian music encouraged, i n the course of 
a great l i t u r g i c a l r e v i v a l . 
The Plainsong r e v i v a l in England i s usually dated from Richard Redhead's psa l t e r "Laudes Diurnae" (1843); Anglican chanting and plainsong both developed during 
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the l a t t e r h a l f of the century, though with d i f f i c u l t y 
and not altogether s a t i s f a c t o r i l y . I n 1844 Pickering 
published a facsimile of Merbecke's "Book of Common 
Praier Noted" - though the editing of plainsong was to 
continue upon mistaken methods for a very long time. "A 
Concise Explanation of the Church Modes" was issued i n 
1848. The Rev.T.Helmore published h i s "Manual of 
Plainsong" i n 1849, followed by "The P s a l t e r Noted" 
(1849) and "The Canticles Noted"; probably the e a r l i e s t 
application of plainsong to English metrical texts was 
h i s "Accompanying Harmonies to the Hymnal Noted". Part 
I (1851) has a preface explaining modal music; there are 
105 hymns and 8 antiphons, including "Jam l u c i s orto 
sidere" ("M.H.B.925), "Jesu d u l c i s memoria" (M.H.B.106), 
"V e x i l l a Regis prodeunt" (M.H.B.184) - J.C.Bridge 
arranged t h i s with metrical bars i n M.H.B. (1904), "Veni 
Creator S p i r i t u s " (M.H.B.779). "Urbs beata 
Hierusalem" (M.H.B.702), "Dies I r a e " (M.H.B.646). Part 
11(1858) contains "Splendor Paternae gl o r i a e " (M.H.B. 
932), "Veni, veni Emmanual" (M.H.B.257)» "Corde natus" 
(M.H.B.83), "Adeste f i d e l e s " (M.H.B.118), "0 amor quam 
ec s t a t i c u s " (M.H.B.62), "Gloria, laus et honor" (M.H.B.84), 
"Cantemus cuncti" (M.H.B.Canticle 4), "Salve, f e s t a 
d i e s" (M.H.B.212), "Veni, Sancte S p i r i t u s , et emitte" 
(M.H.B.287), "Annue Christe saeculorum Domine" (M.H.B. 
641), "The Tune Book used at St Alban's Holborn" (1866) 
was intended for more popular congregational singing and 
was drawn upon as a source by many l a t e r V i c t o r i a n 
hymnbooks; i t s melodies were weak and i t s harmony 
chromatic; i t supplied the music for the "Appendix Noted". 
I t had 250 hymn-tunes with some Gregorian hymns and a n t i -
phons; the tunes are without names; many of the o r i g i n a l 
rhythms are "minim-ized" i n the 19th century manner. 
"The A l t a r Hymnal" (1885) had music edited by A.H.Brown 
for churches with a sung Communion Service. Brown's own 
contributions were numerous but of poor quality; the 
book contained some German and Plainsong tunes, but very few 
Psalm Tunes or older English tunes. "The Office Hymn 
Book" (I890) was a l i t u r g i c a l supplement to H.A.M., which 
had plainsong and modern tunes, and some adaptations of 
secular themes. E.H.(1906) edited by P.Dearmer, Lacy and 
Vaughan-Williams, was associated with the l i b e r a l Anglo-
Catholics; i t s plainsong accompaniments were much improved. 
The"Gregorian Association" was founded i n 1871 
and the "Plainsong and Mediaeval Society" i n 1888. The 
London Gregorian Choral Association commenced f e s t i v a l 
s e rvices i n St Paul's Cathedral i n 1870. The study of 
plainsong was furthered by the Rev.H.G.Palmer (1846-
1926); he pointed the Psalms to Gregorian Tones i n 
"The Sarum Primer" (enlarged edition 1916). "A Manual 
of Plainsong" by Br.iggs, Prere and Stainer (1902) was a 
r e v i s i o n of Helmore's work i n "The P s a l t e r Noted" (1849). 
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Some 19th century editors had actually introduced chromatic 
harmonies into plainsong i n order to make i t popular; some 
choirs objected to unison singing; the notation then used was 
not e a s i l y read by those who were accustomed only to the f i v e -
l i n e staves with F.&.G.clefs; and the singing was slow and 
heavy, as i f the notes were actual minims i n measured time. 
The correct usage was found and propagated by the Solesmes 
Benedictines at the end of the century, and pointing according 
to t h e i r method was published by G.H.Tremenheere i n "The 
English P s a l t e r " (1915). 
The restoration of plainsong and ancient hymnody i n 
church worship was advocated by HENRY LASCELLES JENNER 
who was born at Chiselhurst i n 1820; educated at Harrow 
and Cambridge and ordained i n 1843. He was the f i r s t 
Bishop of Dunedin, N.Z. 1866-1870. He received the LL.B. 
degree i n 1841 and the D.D. i n 1867; he died at Preston-
next -Wingham, near Sandwich, Kent i n I898. He v e r s i f i e d 
the Church Catechism as hymns for children. 
"Quam d i l e c t a " (M.H.B.677); written for Dean Bullock's 
hymn i n H.A.M. ( I 6 6 l ) . 
RICHARD REDHEAD was interested i n the Oxford Movement 
and i n Gregorian music. He was born at Harrow, Middlesex 
i n 1820; was a chorister at Magdalen College, Oxford, 
organist at Margaret Street Chapel, Westminster and at 
St Mary Magdalene's, Paddington, 1864-1894. These, 
l i k e some dozen London parish churches, actu a l l y had 
choir schools as did cathedrals - not jus t "church 
schools". Among these were St Peter's, Eaton Square and 
St George's, Hanover Square. He set the Canticles and 
Psalms to Gregorian Tones, published (with Canon Oakeley) 
i n h i s "Laudes Diurnae" (1843); he was a leader of the 
musical side of finglo-Catholicism. He died at Hellingley, 
Sussex i n 1901. His tunes are named according to the 
numbers given them i n h i s "Church Hymn Tunes ancient and 
modern, for the several seasons of the C h r i s t i a n Year" 
(1853 - not 1835 as stated by Lightwood). He also 
published 
"Church Music" (1840) 
"A Plain-song P s a l t e r " 
"Hymns for Holy Seasons" 
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"The Celebrant's Office Book" 
'.'Ancient Hymn Melodies and Other Church Tunes, as used 
at A l l Saints* Church, Margaret Street" (1859) 
"The Parish Tune Book" ( 1 8 6 8 ) . 
"The Book of Common Prayer with R i t u a l Songs" 
"The Cathedral Church and Choir Book". 
"Laus Deo" (M.H.B.13): "Redhead No.46" or "Dresden". An 
arrangement from a German source; published i n h i s 
"Church Hymn Tunes". 
"Redhead No.66" (sometimes c a l l e d "Metzler"). I n h i s 
"Ancient Hymn Melodies" (M.H.B.I60). 
"Redhead No.47" (M.H.B.358); sometimes c a l l e d "St 
Dunstan". In h i s "Church Hymn Tunes". His use of the 
diminished 7th here i s excellent. 
"Redhead No.76" (M.H.B.498); sometimes c a l l e d "Petra"; 
i n "Church Hymn Tunes". 
"Redhead No.4"; an extremely d u l l arrangement of the 
"Veni, Creator S p i r i t u s " (see M.H.B.779). In h i s "Church 
Hymn Tunes". 
"St Victor" (M.H.B.567); i n h i s "Ancient Hymn Melodies". 
"Orientis Partibus" (M.H.B.87) i s h i s arrangement of a 
twelfth century plainsong, a French t r a d i t i o n a l melody 
which f i r s t appeared i n an Office for the Circumcision, 
written by P i e r r e de Corbeil, Archbishop of Sens, who 
died i n 1222. 
I t was associated with the hymn "Orientis partibus 
adventavit' asinus, Pulcher et fortissimus, S a r c i n i s c 
aptissimus", celebrating the ass which ca r r i e d the 
Blessed V i r g i n . 
"Jesu Redemptor omnium" was sung at Beauvais and Sens 
during the Fete de l'ane which commemorated the F l i g h t 
into Egypt. For the Beauvais MS -melody with r e f r a i n and 
coda, see H.C.H. pages 115-116; S.P.D. pages 99 -100. 
ARTHUR HENRY BROWN was influenced by the Oxford Movement 
and helped i n the r e v i v a l of the Gregorian chant i n 
Anglican worship, as a contrast to the contemporary J 
cloying s t y l e . He was born at Brentwood, Essex i n I83O, 
and died there i n 1926; he was organist there and at 
Tunbridge Wells and Romford. He thus describes early 
nineteenth century church music: 
"When at the age of ten and a half years I became organist 
of Brentwood Church, my instrument possessed only one 
manual, f i v e stops and no pedals. This was placed i n a 
west galle r y , and was supported on either side by a choir 
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of National School children, the "boys on the one side 
and the g i r l s on the other. The music was that of the 
"Mitre" hymribook, and "between each verse of the hymns 
interludes were played, which not infrequently disconnected 
the sentiment of the words." 
He published: 
"Accompanying Harmonies for the Gregorian Psalm Tunes". 
"Metrical L i t a n i e s for Use i n Church". 
"Hymns of the Eastern Church". 
"The Anglican P s a l t e r " 
"Divers Carols for Christmas and Other Tydes of Holy Church'.1 
187^6 "The Gregorian Canticles and P s a l t e r " . 
1877 "Anglican Canticles and P s a l t e r " . 
1880 "A Century of Hymn Tunes". 
1885 "The Prayer Book Noted with Plainchant". 
He edited "The A l t a r Hymnal" (1885) and wrote some 700 hymn-tunes and ca r o l s , of which s i x are i n M.H.B.: 
"T i l t e y Abbey" (302) 
"Purley" ( 3 6 9 ) . I n H.A.M. ( 1 8 6 1 ) . 
"Saffron Walden" ( 4 3 9 ) . Composed for Charlotte E l l i o t t ' s 
"0 holy Saviour, Friend unseen" i n "The Hymnal Companion" 
( 1 8 9 0 ) . 
"Holy Rood" ( 4 9 2 ) ; i n "The B r i s t o l Tune Book" ( 1 8 6 3 ) . 
"Dies i r a e " ( 6 4 6 ) . 
"St Anatolius" (951); composed for Neale's "The day i s 
past", i n a Collection of nine tunes published i n 1862, 
and i n H.A.M. (Appendix 1 8 6 8 ) . 
S i r John Stainer supported the use of plainsong i n church 
worship:^ 1^ 
" I f e e l very strongly that the beautiful P l a i n Song 
v e r s i c l e s , responses, i n f l e c t i o n s , and prefaces to our 
prayers and l i t u r g y should not be l i g h t l y thrown aside. 
These simple and grand specimens of P l a i n Song, so 
suited to t h e i r purpose, so reverent i n t h e i r subdued 
emotion, appeal to us for t h e i r protection. The P l a i n 
Song of the prefaces of our Liturgy as sung now i n St 
l ) . E.Dickinson: "Music i n the History of the Western Church" 
pages 342-343. 
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Paul's Cathedral are note f o r note the same t h a t rang a t 
l e a s t 800 years ago through the v a u l t e d r o o f of t h a t 
ancient c a t h e d r a l which crowned the summit of the 
f o r t i f i e d h i l l of o l d S a l i s b u r y . Not a stone remains of 
w a l l or s h r i n e , "but the o l d Sarum office-books have 
su r v i v e d , from which we can draw ancient hymns and P l a i n 
Song as from a pure f o u n t . Those devout monks recorded 
a l l t h e i r " b e a u t i f u l o f f i c e s and the music o f these o f f i c e s , 
"because they were even then venerable and venerated." 
But he goes on t o say t h a t they are not the same when set t o 
E n g l i s h words - they f i t the s t r u c t u r e o f t h e i r L a t i n t e x t s . 
But many musicians were opposed t o plainsong, and i t had 
also the disadvantage o f "being regarded w i t h t h e o l o g i c a l p a r t y 
b i a s : Anglo-Catholics favoured i t s suggestion o f c o n t i n u i t y 
w i t h the ancient church; Evangelicals d i s l i k e d i t "because o f 
i t s a s s o c i a t i o n w i t h the Roman Church. A few plainsongs were 
i n H.A.M. (1861); none were i n the "Hymnal Companion", nor i n 
"Church Hymns" u n t i l 1903. 
Barnby i n the preface t o a High Church book "The Hymnary" 
(1872) c a l l s plainsong 
"an ancient and severe s t y l e o f music, almost devoid o f 
i n t e r e s t save what i s known as a n t i q u a r i a n . Against 
t h i s tendency i t i s necessary t o say but l i t t l e . The e v i l 
w i l l remedy i t s e l f . I t would be as n a t u r a l t o expect 
members of the E n g l i s h Church t o pray i n a language which 
they d i d not understand, as to suppose t h a t they would 
long continue t o o f f e r t h e i r s a c r i f i c e o f p r a i s e through 
the medium of a s t y l e of music the idiom o f which has long 
since d i e d . " 
Jebb i n h i s "The Choral Service of the United Church of England 
and I r e l a n d " (18U3) r e f e r s t o t h i s movement as 
" t h i s scrupulous regard, not t o the e x c e l l e n c i e s but t o 
the defects o f a n t i q u i t y " . 
Dykes i n the "Organ World" (September 1, 1888) w r i t e s : 
" I am not speaking a word i n disparagement of the o l d 
Gregorian chants. T h e i r v a r y i n g rhythms and quaint cadences 
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I d e a r l y l o v e . To hear them w e l l and i n t e l l i g e n t l y sung 
and accompanied i s t o myself a great t r e a t . But i t i s 
mere "blind i d o l a t r y which refuses to see the p r a c t i c a l 
value o f the other system of chanting - f i r s t , more 
l e g i t i m a t e v a r i e t y than Gregorians; secondly, they 
present fewer d i f f i c u l t i e s : l ) Less d i f f i c u l t y i n 
p o i n t i n g ; and 2) l e s s d i f f i c u l t y i n accompanying. 
1) Less d i f f i c u l t y i n p o i n t i n g : - The rhythms and metres 
of the Gregorian chants are so d i f f e r e n t , t h a t a psalm 
p o i n t e d t o s u i t one chant w i l l not s u i t another. These 
changes of rhythm are very p l e a s i n g , hut create great 
p r a c t i c a l d i f f i c u l t i e s ; f o r you cannot have your P s a l t e r 
p o i n t e d once f o r a l l and then s e l e c t your chants. You 
must have each psalm p o i n t e d f o r i t s own chant. This 
c r i p p l e s one very much. 2) But the d i f f i c u l t y i n 
accompanying i s also g r e a t . The s t r u c t u r e of most of the 
chants i s r e a l l y i n c o n s i s t e n t w i t h such a t o n a l system 
as the laws of harmony demand, and, t h e r e f o r e , how "best 
t o c l o t h e them w i t h organ harmonies i s a great problem. 
Take, f o r instance, the f o u r t h tone. Who r e a l l y knows 
how t o harmonize t h i s ? And t o hear an u n s k i l l e d o r g a n i s t 
labour through i t , w i t h harmonies u t t e r l y crude and 
i r r a t i o n a l , i s no small penance t o musical ears. I have 
o c c a s i o n a l l y heard the Gregorian chants very f i n e l y 
accompanied. But g e n e r a l l y the p r a c t i c a l d i f f i c u l t i e s 
which a t t e n d t h e i r successive rendering are so i m p e r f e c t l y 
overcome, t h a t the psalms, which should form one of the 
most d e l i g h t f u l p a r t s o f the s e r v i c e , "become a very 
"pain and g r i e f " . The c h o i r and congregation may "bawl 
out a t the top of t h e i r v o i ces; s t i l l , one too o f t e n 
f e e l s t h a t the music i s not such as the words of the 
sweet Psalmist m e r i t , nor such as i s f i t f o r an o f f e r i n g 
t o God. Nov/, the Anglican system obviates "both the 
d i f f i c u l t i e s I have mentioned. 
I n connection w i t h harmony, I must not omit t o n o t i c e 
another advantage which our E n g l i s h chants possess. 
Being w r i t t e n i n modes which i n v i t e harmony, they are 
n a t u r a l l y s u s c e p t i b l e of i t . Now, harmonized music i s 
e s s e n t i a l l y C h r i s t i a n . I t i s o f an i n t r i n s i c a l l y higher 
order than unisonous, and s u r e l y pure vocal harmony i s 
the most appropriate music f o r the sanctuary, and the 
most p e r f e c t and f i t t i n g o f f e r i n g t o Him from whom a l l 
harmony proceeds. Why the Psalms, which should be the 
most d e l i g h t f u l p a r t of our o r d i n a r y morning and evening 
o f f i c e s , should always be condemned t o be sung (sometimes, 
I should say, howled) i n unison I cannot t e l l . 
We are bound t o look f o r music which w i l l s u i t con-
g r e g a t i o n a l worship - music simple, broad, and susceptible 
of harmony. I t i s because so much of the mediaeval 
plai n s o n g , w i t h i t s long vocal f l o u r i s h e s and wearisome 
m u l t i p l i c a t i o n of notes t o one s y l l a b l e , i s so unsuited 
f o r congregational use, t h a t I r e g r e t t o see the attempts 
made to introduce so much o f i t i n t o our s e r v i c e s , 
e s p e c i a l l y i n t o the Communion O f f i c e . A s i n g l e p r i e s t or 
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small c h o i r o f men s i n g i n g i n unison, accompanied, as 
we o f t e n hear them abroad, w i t h an o p h i c l e i d e , may 
perform such music w e l l enough, and not w i t h o u t e f f e c t . 
But t o attempt t o f o r c e music of t h i s character on a 
congregation of E n g l i s h worshippers, i s , I am convinced, 
a great and serious mistake. I know n o t h i n g more 
wearying, more u t t e r l y p a i n f u l t o musical ears, than t o 
hear some of these modern and most i l l - j u d g e d a daptations. 
I f o r b e a r t o s p e c i f y instances. So, again, there i s 
something f a s c i n a t i n g i n s i n g i n g a hymn-tune w i t h a 
p r e t t y L a t i n t i t l e , and w r i t t e n i n square notes; and I 
f r e e l y own t h a t not a few of these r e v i v e d L a t i n tunes 
are w e l l worthy of adoption, s u s c e p t i b l e o f pure 
harmony, simple, v i g o r o u s , and p l e a s i n g , and t h a t most 
o f them possess an i n t e r e s t f o r the a n t i q u a r i a n and 
musician; "but I must express my candid o p i n i o n w i t h 
regard t o the m a j o r i t y o f them, t h a t t o i n f l i c t them on 
a congregation i s sheer, downright c r u e l t y . 
To wed hymns to archaic s t r a i n s , uncouth, unrhythmical", 
inharmonious, devoid o f a l l power t o move the people's 
h e a r t s , i s a great e r r o r . 
Samuel Sebastian Wesley had a strong o b j e c t i o n t o Gregorian 
chants. He wrote i n I8k9: 
"Some people would r e j e c t a l l Music b u t the unisonous 
Chants o f a p e r i o d of absolute barbarism - which they 
term "Gregorian". A l l i s "Gregorian" t h a t i s i n the 
b l a c k diamond note. These men would look a Michael 
Angelo i n the face and t e l l him Stonehenge was the 
p e r f e c t i o n of a r c h i t e c t u r e . " 
To a p u p i l who had leanings towards Plainsong he wrote: 
"Your question about Gregorian tones has caused memuch. 
pa i n . I thought I had made a b e t t e r musician of you, I 
am s o r r y f o r t h i s . I beg t o assure you t h a t I am a 
musician, a P r o t e s t a n t , and yours t r u l y , S.S.Wesley. 
Henry Smart i n the preface t o "A Choral Book" says: 
"Musical t a s t e must indeed be at the lowest ebb i n any 
who can p r e f e r the meaningless and uncouth "Plainsong o f 
the Church" to any other combination of sound whatever. 
English"Psalmody has, undoubtedly, many f a u l t s ; 
but I h o l d i t t o be the f a r wiser course t o endeavour to 
c o r r e c t these by narrowing the s e l e c t i o n of tunes and 
i m p a r t i n g a more vigorous tone t o t h e i r harmonisation 
than t o attempt t o supplant i t by a s t y l e of music 
u t t e r l y barbarous i n i t s e l f , a n t a g o n i s t i c t o the 
grammatical s t r u c t u r e of our language, and so wholly 
opposed t o the f e e l i n g of the people t h a t i t can never 
come i n t o general use, except on the i n c r e d i b l e 
(66. 
s u p p o s i t i o n of a second u n i v e r s a l ascendancy of the 
Church which invented i t . " 
H u l l a h says i n the preface to h i s "Whole Book of Psalms": 
"We, s t a r v i n g ourselves i n the midst o f p l e n t y , are t o 
r e t u r n t o the meagre resources of a r t i n the days of St 
Gregory". 
Macfarren i n "Six Lectures on Harmony" (1867) r e f e r s thus t o 
plainsong: 
"Those well-meaning men who would r e s u s c i t a t e i t s use 
i n the Church of England evince mistaken z e a l , f a l s e 
a n t i q u a r i a n i s m , i l l o g i c a l deductiveness, a r t i s t i c 
"blindness, and e c c l e s i a s t i c a l e r r o r " . 
Mendelssohn r e f e r s t o the "Tenebrae" which he heard a t the 
Papal ChapelS 1^ 
" I cannot help i t , h ut I own i t does i r r i t a t e me t o 
hear such h o l y and touching words sung to such d u l l , 
d r a w l i n g music. They say i t i s canto fermo, Gregorian, 
et c . No matter. I f at t h a t p e r i o d there was n e i t h e r the 
f e e l i n g nor the c a p a b i l i t y t o w r i t e i n a d i f f e r e n t 
s t y l e , at a l l events we have now the power t o do so; 
and c e r t a i n l y t h i s mechanical monotony i s not t o he 
found i n the S c r i p t u r a l words. They are a l l t r u t h and 
freshness; and, moreover, expressed i n the most simple 
and n a t u r a l manner. Why, then,, make them sound l i k e a 
mere formula? And, i n t r u t h , such s i n g i n g as t h i s i s 
l i t t l e more. The word "Pater" w i t h a l i t t l e f l o u r i s h , 
the "meum" w i t h a l i t t l e shake, the "ut quid me" - can 
t h i s he c a l l e d sacred music? There i s c e r t a i n l y no 
f a l s e expression i n i t , "because th e r e i s none of any 
k i n d . But does not t h i s f a c t prove the desecration of 
the words? A hundred times d u r i n g the ceremony I was 
d r i v e n w i l d "by such t h i n g s as these; and then came 
people, i n a s t a t e of ecstasy, saying how splendid i t 
had a l l been. This sounded t o me l i k e a had j o k e , and 
yet they were q u i t e i n earnest". 
THE STYLE OF RELIGIOUS MUSIC, CI86O-I88O. 
The enlarged emotional and t e c h n i c a l resources provided "by 
the great composers from Bach t o Wagner were not r e a l l y 
1 ) . " L e t t e r s from I t a l y & Switzerland" ( t r a n s l a t e d "by Lady 
Wallace), page 182. 
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s u i t a b l e f o r use i n the l i m i t e d form of the hymn-tune or f o r 
i t s s t r i c t l y r e l i g i o u s purpose. Though chromaticism i s 
j u s t i f i a b l e f o r the sake of modulation, l u s c i o u s chords 
should be only s p a r i n g l y used f o r t h e i r own sake. Both the 
melody and the harmony should be mainly d i a t o n i c , and 
t r a n s i e n t modulations merely f o r the sake of harmonic colour 
should u s u a l l y be avoided. (For an a t r o c i o u s s k i t by John S. 
Curwen,^ 1^ see Music Example, page 67a). "Moscow"(M.H.B.880) 
goes t o E.Minor i n bar 12 - but S.S.Wesley i n "The European 
Psalmist" (no.5M}) repeated the i d e n t i c a l major harmonies. (2) 
F a v o u r i t e chords used by V i c t o r i a n composers were the Diminished 
7th, the Augmentated 6th, the Neapolitan 6th and the Dominant 
13th; t h i s s o r t o f decorative ornamentation i s m e r e t r i c i o u s 
i n a hymn-tune. E.Prout says t h a t a p l a i n , d i a t o n i c and 
d i g n i f i e d s t y l e i s f a r mar e s u i t e d t o the service o f the Church 
than the sentimental w r i t i n g , w i t h c l o y i n g chromatic harmony, 
which i s t o be seen i n some of the modern examples o f s o - c a l l e d 
sacred music. Both secular and sacred music i n the nine t e e n t h 
century l a r g e l y consisted i n v e r t i c a l chordal harmony, c h i e f l y 
based on the t o n i c and dominant, w i t h sickly-sweet' chords 
in s t e a d o f independent, p a r t s . There was l i t t l e h o r i z o n t a l 
c o n t r a p u n t a l sense or a p p r e c i a t i o n o f modal harmony such as i s 
found among the Tudor composers. Hymn-tunes became l i k e p a r t -
songs i n which the other p a r t s were a mere accompaniment t o a 
melody. 
1) . Cur wen Op.cit. pages 26J+-266. 
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S i r Henry Hadow s a i d : ^ 1 ^ 
" L i t t l e sentimental part-songs were introduced i n t o 
hymribooks i n the l a t e r n i n e t e e n t h century which p a i d no 
regard to the d i g n i t y and beauty o f the Church s e r v i c e " . 
The verses were f e e b l e , the tunes p r e t t y , a f t e r the s t y l e o f 
the m i d - V i c t o r i a n ballad-song, or were i m i t a t i o n s of Handel, 
or adaptations of the c l a s s i c s ( e s p e c i a l l y of "Messiah"). I n 
a good hymn-tune the melody should have i n d i v i d u a l i t y , good 
shape w i t h b o l d d e f i n i t e curves, a climax, and should sound 
c l e a r and convincing - not empty or monotonous - when sung 
wit h o u t harmony. A broad and d i g n i f i e d tune which i s simple 
and s t r a i g h t f o r w a r d and s u i t a b l e f o r worship can e a s i l y be 
sung i n unison. I t should not i n s i s t w i t h wearisome i t e r a t i o n 
on a r e p e t i t i o n of the same note but should be f l u e n t and 
f l e x i b l e , w i t h strong vigorous movement. I t should not be 
t r i v i a l or catchy; i t s rhythm should be severe r a t h e r than 
dance-like and should f i t the words as c l o s e l y as p o s s i b l e . 
Many f i n e German and P s a l t e r rhythms were transformed i n t o 
mechanical u n i f o r m i t y and r e g u l a r i t y ; the long notes were 
reduced, and there supervened the "tyranny of the b a r - l i n e " . 
The arrangements of the c l a s s i c a l masters s t i l l continued: 
"Hayes'1 i n M.H.B.(l876) Wo.712 and the P.M.H.(l889) No.90 t o 
Watts fs "He d i e s , the F r i e n d of sinners d i e s " , i s from the 
l ) . Church Music Society: Occasional Paper 5. 
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Andante o f Beethoven's Op.lU, No.2. "The Musical Times" (October 
I863), r e p o r t i n g on the Norwich F e s t i v a l w r i t e s : 
"We enter our p r o t e s t against a piece o f musical patch-
work which was perpetrated....This was a s e l e c t i o n from 
a number of "Stabat Maters", by composers of d i f f e r e n t 
dates and s t y l e s , put together so as t o appear l i k e an 
e n t i r e work, a piece of workmanship which no a r t i s t i c 
mind could t o l e r a t e , whatever might be the i n t r i n s i c 
beauty o f the separate fragments." 
Consider some o f the tune-books published d u r i n g the l a t t e r 
h a l f of the n i n e t e e n t h century: 
"Companion t o the Hymn Book" ( i . e . , Tunes suggested f o r the 
P r i m i t i v e Methodist Hymn Book, 1853). E d i t e d by P h i l i p Brown. 
The preface says: 
"Tunes o f f i r s t - c l a s s m e r i t have o n l y been sel e c t e d ; 
except t h a t a few others have been introduced out o f 
deference t o the t a s t e s of persons t o whom long usage 
and associations have rendered them great f a v o u r i t e s . 
W i t h i n the l a s t twenty years, psalmody has under-
gone a great change. Pugue tunes, and those which 
repeat much, and many others f o r m e r l y popular, are now ' 
seldom heard i n many congregations, having been sup-
p l a n t e d by chaster s e l e c t i o n s . Ravenscroft's c o l l e c t i o n , 
p u blished i n 1621, would, w i t h some minor a l t e r a t i o n s , 
be a f a i r sample o f present requirements. 
R e g r e t t i n g the present comparative disuse o f the 
minor Key, I have r e s t o r e d i t t o the prominence which 
i t h e l d i n the i n v a l u a b l e c o l l e c t i o n s of olden times. 
Out o f the 98 tunes i n the fore-named e d i t i o n of Ravens-
c r o f t , 55 are i n the Minor Key; and of the 130 tunes 
publ i s h e d i n Mr Wesley's "Sacred Harmony", 35 are 
Minors; thus p r o v i n g , when compared w i t h c o l l e c t i o n s i n 
modern use, t h a t the Minor was more i n favour f o r m e r l y 
than now." 
"The Union Tune Book" (185U). E d i t e d by T.Clark and J.I.Cobbin 
f o r the Sunday School Union. This has 1+8 3 tunes and 37 chants; 
there are numerous f l o r i d tunes such as "Comfort" (sometimes 
c a l l e d "Jerusalem" or " A n t i o c h " ) , " P i e t y " , " C a l c u t t a " , "Cran-
brook". 
(70, 
"Bonn" i s an arrangement from Beethoven's "Prometheus" 
Overture. 
"New C r e a t i o n " i s arranged from Haydn's "The heavens are 
t e l l i n g " . 
"Georgia" i s from "Judas Maccabaeus" 
"Harborough" i s a CM. arrangement from Handel's "0 thou 
t h a t t e l l e s t " . 
" E i g h t y f o u r Church Tunes". Selected and Harmonized "by Charles 
Edward Horsley (1857). 
The preface proclaims h i s laudable purpose o f eschewing 
tunes w r i t t e n o r i g i n a l l y f o r secular purposes, such as 
Rousseau (A.T.26) and "Helmsley" (M.H.B.26k), and the 
arrangements from Beethoven, Weber and other masters, so 
pr e v a l e n t i n h i s day. He recommends the Tudor composers, 
the Lutheran chorales, and l a t e r E n g l i s h musicians 
such as C r o f t , Boyce, Green ( s i c ) , Howard and Blow. He 
has "been compelled t o r e s t o r e many tunes, which had 
been corrupted by the i n t r o d u c t i o n of t u r n s and l e a d i n g 
notes, t o t h e i r o r i g i n a l form" - he quotes T a l l i s ' s 
Canon: nevertheless h i s " r e s t o r e d " v e r s i o n i s not a t . 
a l l l i k e the o r i g i n a l nor i s i t a canon. 
"Wesleyan Hymns" (1859). This i s a book of tunes o n l y , intended 
f o r use w i t h Vtesley's C o l l e c t i o n o f Hymns w i t h Supplement 
(1830/1831). 
I t has a general i n t r o d u c t i o n on the h i s t o r y o f psalmody 
and b r i e f n o t i c e s of composers and tunes. 
I t advocates the r e v i v a l o f the older forms of psalmody 
as i n Havergal's "Old Church Psalmody", G a u n t l e t t ' s 
"Comprehensive Tunebook", Waite's " H a l l e l u j a h " , Curwen's 
"People's Service of Song", Binney's "Congregational 
Church Music" and Hately's "Free Church Psalmody". 
I t o b j e c t s t o a b o i s t e r o u s r a n t i n g l i k e " C a l c u t t a " 
being sung t o a solemn hymn "On the Last Judgment". 
I t p r e f e r s simple s y l l a b i c tunes without chromatics, 
such as "French" (M.H.B.625), "St Ann's" (M.H.B.878), 
"Windsor" (M.H.B.237), "St Mary's" (M.H.B.175), "Hanover" 
(M.H.B.8), "Lewes" (M.H.B.609) and "York" (M.H.B.3U7). 
I t d e s i r e s more use o f the minor key - about o n e - f i f t h 
o f t h i s c o m p i l a t i o n are minor tunes. 
I t sets T a l l i s ' s Canon i n two v e r s i o n s , one the con-
temporary "Evening Hymn", the other the " O r i g i n a l " -
yet the l a t t e r , though soberly s y l l a b i c , s t i l l has no 
canon. 
"Worms" i s an adaptation o f the chorale " E i n 1 f e s t e Burg". 
(71. 
"The Wesleyan Sunday School Tune Book" (1858). Revised and 
harmonized "by A.J.Hubbard (who probably compiled the "Companion") 
The preface s t a t e s : " I t i s important t h a t the tunes should be 
sung i n harmony" - but t h i s would scarcely be p o s s i b l e unless 
schools had considerably more senior scholars than i s usual 
today, who also had some a b i l i t y t o read music. "Due a t t e n t i o n 
has been p a i d t o the f a c t , t h a t c h i l d r e n love c h e e r f u l music" 
- but i t includes E.Harwood's s e t t i n g o f Pope's " V i t a l Spark" 
and the l i k e . The harmony i s i n three p a r t s . 
Angel's Hymn (M.H.B.38U) i s p r i n t e d i n equal c r o t c h e t s 
i n 2/k time. 
"Hursley" (M.H.B.9U2) i s c a l l e d " A b b e v i l l e " , a "French 
P r o t e s t a n t Melody". 
" E l b e r f e l d " (M.H.B.906) i s c a l l e d "Mendelssohn" -
doubtless because i t i s i n the o r a t o r i o "St Paul". 
"Robin A d a i r " i s adapted and c a l l e d "Edinburgh". 
"Hayhurst's O r i g i n a l Psalmody" (I867). By John Hayhurst, 
harmonized by L.W.Whalley ( b o t h of C l i t h e r o ) . 
I t has some pieces as l u d i c r o u s as those i n Rogers's book: I 
quote "Christmas Hymn" (Music Example pages 71a-71b); and 
"The Orphans" (Music Example page 71b.; The words of t h i s 
l a s t are: 
The Orphans. 
We're k n e e l i n g on t h y grave, mother, the sun has l e f t i t now, 
And t i n g e s w i t h i t s y e l l o w l i g h t , yon g l a d h i l l ' s verdant brow, 
Where happy c h i l d r e n sport and laugh, w i t h thorn we used t o p l a y , 
We cannot mingle w i t h them now, since thou wert borne away. 
We're d r i v e n from our home, mother, the house-we loved so w e l l , 
We wander hungry, houseless o f t , w h i l e strangers i n i t d w e l l ; 
And seek our bread from door t o door, sad, comfortless and lone, 
Ah, mother, when you went away, our happiness was gone. 
We pass our cottage door, mother, f o r s t i l l we c a l l i t ours, 
We l i n g e r by the garden w a l l , and see our own b r i g h t f l o w e r s ; 
And peep i n t o the window, where the shadow of the b l a z e , 
Of h e a r t h - l i g h t f l i c k e r e d on the w a l l , ah, so l i k e other days. 
No g l a d hearth have we now, mother, t o kneel a t eventide, 
No mother's eye beams over us, i n tenderness and p r i d e ; 
But d a i l y a t t h i s spot we meet, our b i t t e r t e a r s t o b l e n d , 
Andpour.- out a l l our h e a r t - f e l t g r i e f , unto the Orphan's f r i e n d . 
Prom "Hayhuret's Original Psalmody"(1867). 
'•Christmas Hymn. Joyful a l l ye Nations r i s e " 
(71a. 
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The Methodist Sunday School Hymn & Tune Book (1879) has a 
good many American "gospel" hymns, and arrangements from 
t h e c l a s s i c a l masters. 
"Hymnal Companion t o the Book of Common Prayer" ( E . B i c k e r s t e t h 
1870); the "Musical Times" review i n 1871 says: 
" I n t e r n a l evidence p o i n t s i r r e s i s t a h l y the f a c t t h a t 
i t i s the work o f amateurs". 
But i t remained very popular, and the 1877 e d i t i o n ( w i t h 
music supervised "by J.T.Cooper and E.J.Hopkins) was n o t i c e d 
more fa v o u r a b l y ; Dykes and G a u n t l e t t had the l a r g e s t number 
of tunes i n i t . I t included adaptations from Mendelssohn's 
"St Paul", Handel's "Berenice", Mozart's "Twelfth Mass", from 
Beethoven; and several other arrangements of a s i m i l a r k i n d . 
"Hymns and Songs f o r Mission Services" (Methodist; 1887). Many 
of the tunes are b o i s t e r o u s , w i t h repeats and choruses; and 
t h e r e are many American gospel-songs. Runs i n 3rds and 6ths 
over a pedal are i n several o f the tunes; among the " r a n t i n g " 
ones are " C a l c u t t a " , "Buckley" w i t h i m i t a t i v e e n t r i e s and 
repeats, "Cranbrook", "Majesty". The repeats i n "Comfort" are 
absurd i n the second and f o u r t h verses: 
"And Je, and Jesus". "And ev, and e v e r l a s t i n g " . 
"Oatlands" has one s y l l a b l e h e l d f o r two bars by the soprano 
w h i l e the a l t o sings a whole sentence. 
Watts's f i n e hymn "There i s a land" (M.H.B.62+9) i s d e p l o r a b l y 
t r a v e s t i e d w i t h a r i d i c u l o u s chorus i n "Never p a r t again". 
"Augustine" (M.H.B.638) i s a t t r i b u t e d t o Peter Abelard 
"Portugaese Hymn" (M.H.B.118): the tune i s a t t r i b u t e d t o 
Mazzinghi, and set t o "gospel" verses. 
"Emmanuel" i s a CM. arrangement from Beethoven's 0p.l6, 3rd 
Movement. 
(73. 
"Kendal" ( u s u a l l y c a l l e d "Sardis") i s arranged from Beethoven's 
"Romance i n G", Op.i+0. 
"Evangelist" i s a CM. arrangement from Mendelssohn's chorus 
"How l o v e l y are the messengers" ("St P a u l " ) . 
"Sherborne" i s from a l+-part song "The Vale o f Rest" by 
Mendelssohn. 
"Weber" i s arranged from the opening chorus i n "Oberon". 
"The P r i m i t i v e Methodist Mission Hymnal" (1895) has kOO hymns 
of which w e l l over h a l f are American gospel-songs w i t h choruses, 
by K i r k p a t r i c k , Doane, Lowry, B l i s s , Whyte, McGranahan, Kidd, 
Stebbins, Mason, Root, Sankey, Sweney, Bradbury, Main and 
o t h e r s ; and there are some tunes w i t h weakly chromatic harmony 
by such w r i t e r s as J.Walch and Caleb Simper. 
The P r i m i t i v e Methodist Hymnal w i t h Tunes" ( I 8 8 9 ) . E d i t e d by 
Dr George Booth, J.P., harmonized by Henry Coward. 
I t has no prose chants, except "Troyte No.2" f o r "The s t r a i n 
u p r a i s e"; i t includes the "Te Deum" i n P by W i l l i a m Jackson of 
Exeter. The preface s t a t e s : 
"To make the book more complete a comprehensive l i s t o f 
b i d f a v o u r i t e s , not set t o words, has been included i n 
the Appendix. Some tunes are i n s e r t e d which a severe 
t a s t e would r e j e c t , but as these are wedded t o the hymns 
and hallowed by o l d a s s o c i a t i o n s , i t was thought t h e i r 
e x c lusion would have been a source o f r e g r e t t o many, 
not o n l y on sentimental grounds, but because of the 
inherent v i t a l i t y which they e v i d e n t l y c o n t a i n . " 
This i s a j u s t c l a i m , so f a r as the l a t e 18th century and ©ven 
e a r l y 19th century melody goes; t h e i r harmony was poor, but 
many of the melodies were rhythmic and v i t a l (hence t h e i r 
r e v i v a l i n E.H. and S.P.) - whereas those of the mid-and l a t e 
19th century were tame and i n s i p i d . 
(7U. 
The P r i m i t i v e Methodist Sunday gqhooSHymMal^wi^h Tunes. {1901) 
E d i t e d by G.Booth; musical e d i t o r H.Coward. 
The preface s t a t e s : 
No apology i s o f f e r e d f o r the i n c l u s i o n o f so Targe a 
number of s o - c a l l e d "Old Tunes". They were sung w i t h 
h o l y f e r v o u r by the f o r e - f a t h e r s o f the Connexion, and 
t h e i r descendants s t i l l d e r i v e great s p i r i t u a l d e l i g h t 
and b e n e f i t from t h e i r use; and although t h e y may not 
reach a h i g h musical standard, yet a tunebook intended 
f o r use i n our schools, prayer meetings and other services 
would undoubtedly be incomplete i f they were omit t e d . 
The compilers o f the hymnbook included several hymns o f 
American o r i g i n , and the usual tunes sung t o them are 
of necessity i n s e r t e d . The somewhat crude harmonies are, 
speaking g e n e r a l l y , p r i n t e d as w r i t t e n by the composers, 
f o r i t was thought t h a t re-arrangement would answer no 
u s e f u l purpose and might cause confusion. 
Adaptations from popular works o f authors have been 
avoided as much as p o s s i b l e , but i t was thought to"be 
unadvisable t o omit them e n t i r e l y . 
Of the tunes: 
Dykes has 21, S u l l i v a n 16, Coward 15» G a u n t l e t t 12, E.J.Hopkins 
9, Mann 9, Maker 6, Barnby 8, Smart 6, Elvey 5, W.H.Monk 5, 
C.Vincent 5, C a l k i n k, S.S.Wesley k, Brown k, Peace 3, T.R. 
Matthews k, W.H.Havergal 3, F.R.Havergal k, Simper 3» S t a i n e r 3» 
Stanley 3 i Walch 2, The American composers i n c l u d e : L.Mason 9 i 
B l i s s 7, Sherwin k, Sankey 5, Doane 1+, Bradbury 3, McGranahan 3t 
V a i l 2, and one each by Hanby, Hews, Kingsbury, 
K i r k p a t r i c k , Lov/ry, P e r k i n s , Root, Tomer, Webb and Woodbury. 
"Gildas" ( i . e . "St Augustine" M.H.B.638) i s " a t t r i b u t e d t o 
Peter Abelard". 
"Innocents" (M.H.B.842) i s c a l l e d "Old L i t a n y , l6th century". 
"Nottingham" (A.T.19) i s a t t r i b u t e d t o Mozart. 
"Bavaria" i s arranged from Mozart's P i a n o f o r t e T r i o i n G. 
"Sardis" i s arranged from Beethoven's "Romance i n G f o r V i o l i n " 
Op.ij-0. 
"Hayes" i s arranged from Beethoven's Andante, Op.Ik, No.2. 
"Bonn" i s arranged from Beethoven's Symphony I I , f i r s t theme. 
" F e r t i l e P l a i n s " i s an arrangement by Goss of "S h a l l I i n 
Mamre's f e r t i l e p l a i n " from Handel's "Joshua". 
"Come unto me" i s arranged from the a r i a i n Handel's "Messiah". 
(75. 
"Thorner" and "Sherborne" are arrangements from Mendelssohn. 
"Weber" i s arranged from the opening chorus i n "Oberon". 
"Holstein" i s also an arrangement from Weber. 
"Fleury" i s an arrangement from Ross i n i . 
Robert Jackson was born at Oldham i n 18U0 (checked at S.H.) as 
correct l y stated i n Cowan & Love; not i n 181+2 as stated i n 
M.H.B. and C.C.P. He studied at the R.A.M. and was organist 
at St Peter's Church, Oldham for h6 years; he died at Royton 
near Oldham i n 191U. He wrote numerous hymn-tunes, including: 
"Angelus" (M.H.B.297); written for Canon E l l e r t o n ' s "When the 
day of t o i l 1 1 (M.H.B.975) for a Sunday School F e s t i v a l at 
Oldham; M.H.B.(190U) says i n 1685, M.M.H.B. says i n 1888. 
"Ashburton" (M.H.B.871); publfehed i n "The B r i s t o l Tune Book" 
(1881). 
fl'frentham" (A;T.3), written fop Baker's'0 perfect l i f e of 
love" (M.H.B.190), published i n " F i f t y Sacred L e a f l e t s " (1888). 
The harmony i s very chromatic. 
"The Oldham Psalmody; A Colle c t i o n of Old Psalm Tunes". 
Arranged, Harmonized and edited by Clarence Hudson, R.C.M., 
F.G.S., Choirmaster of the Wesleyan Chapel, Delph. (1891). 
This has 128 tunes, of which the largest contributor i s Hudson 
himself. Most of them are of the "fugal" repeating type; at 
times the words of a clause, and even the s y l l a b l e s of a word, 
are intersected by r e s t s i n the music; the accentuation i s 
often f a u l t y ; there are many runs of quavers. His editing 
includes consecutive octaves, similar motion across the bar-
l i n e s , tonic and dominant pedals and chromatics. See Music 
Example, pages 75a-75c). 
iggseph Lees was organist at the Parish Church, Oldham; he 
published a setting of the Lord's Prayer i n D.Flat major; i t 
has poor accentuation, a s t a t i c bass and much chromatic and 
t r i t e harmony. This setting i s s t i l l i n very general use 
among the Nonconformist churches. 
Both Anglican and Nonconformist hymn-tunes used the 
operatic idioms, which became more f l a c c i d and enervating as 
the nineteenth century proceeded. Instead of the older P s a l t e r 
tunes and folk music, which had been almost completely 
Prom C.Hudson's "The Oldham Psalmody"(1891). 
(75,a. 
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75b), From 0.Hudson's '"The Oldham Psalmody 1^ 1891). 
His equally sentimental "Dowston Castle'* for Baring-
Gould's "Now the day i s over"(M.H.B.944) 
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Pram' C.Hudson's "The Oldham Psalmody"(1891) 
"Delph Hill'*. 
As ao often, t h i s "hocket" i s merely to provide for the 
quaver cams of a busy but meanlritfleaa baas. — 
^ 4 
"While shepherds watch'd t h e i r flocks"(M.H.B.129). In C. 
Hudson's "Psalmody" I t i s nailed "Betnlqneffl'g Plain' 1. Th,U by Pfthftyt jaalgHOH, here "revised and re-arpanned by 
Joseph Leea, Organist-, Paish Church, Oldham" i s s t i l l 
t>ot>ular to t h i s day i n Oldham and d i s t r i c t . I t continues the 
early 19th century habit of "repeats" and fragmentary "fugal" 
Imitation by two voices only. There io too much s i m i l a r 
movement, esp e c i a l l y across the bars; too much monotone, 
oopooially i n the tenor,, The accent is incongruously wrong o h 
the f i r s t four entries of the l a s t l i n e , but i s r e c t i f i e d -
whether by design or accident - on i t s l a s t repetition. 
There are too many f u l l clones. See the sim i l a r tune by A, 
Mnr.thr.np ("BfttMAhflm'V M.H.B.959) wrllLaii for Lheae wurds. 
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forgotten, there supervened empty and tawdry music, or catchy 
r e v i v a l i s t tunes imported from America which were jaunty i n 
rhythm and u t t e r l y u n s k i l l e d i n harmony. I n the same period, 
Lutheran and Roman Catholic music were no better; Roman 
Catholic music abroad was v i t i a t e d by an operatic s t y l e , 
while i n England i t was sentimental. The "Motu Proprio" (1903) 
of Pope Pius X declares i n Par.6: 
Among the different kinds of modern music that which 
appears l e s s suitable for accompanying the functions of 
public worship i s the t h e a t r i c a l s t y l e , which was i n 
the greatest vogue, es p e c i a l l y i n I t a l y , during the 
l a s t century....Besides the i n t r i n s i c structure, the 
rhythm and what i s Known as the conventionalism of t h i s 
s t y l e adapt themselves but badly to the requirements of 
true l i t u r g i c a l music. 
Dr Routley s a y s : ^ ) 
"Perhaps the improvement of Roman Catholic taste 
i n church music i s to be seen at i t s most impressive i n 
the music of the Cathedral of Westminster, where the 
work of the l a t e Richard Runciman Terry (1865-1938) has 
had such good success. But the process of reviving the 
taste of so far-flung a community as the Roman Catholic 
church, which suffered not a l i t t l e from the diseases 
we have noticed as a f f l i c t i n g Protestant Church music 
i n England i s n e c e s s a r i l y a slow p rocess." 
(2) 
S i r Henry Hadow wrote: v ' 
"There has probably been no form of any art i n the 
history of the world which has been so over-run by the 
unqualified amateur as English Church music from cl860 
to cl900. Many of our professional musicians at t h i s 
time stood also at a low l e v e l of culture and i n -
telli g e n c e and were quite content to flow with the 
stream, so that our Service books, and s t i l l more our 
Hymn books, were f i l l e d with dilutions of Mendelssohn, 
reminiscences of Spohr and, worse than either, d i r e c t 
imitations of (gounod. About 1895 we were perhaps at our 
lowest ebb. This music was deplorably easy to write, i t 
1) . "The Church and Music", pages 196,198. 
2) . "Church Music", pages 23-2U, 28. 
(77. 
required l i t t l e or no s k i l l of performance, i t passed 
by mere use and wont into the hearts of the congregation, 
i t became a habit l i k e any other. We have a habit of 
admitting to the service of the Church compositions by 
men who have no q u a l i f i c a t i o n s which would win them 
acceptance". 
No doubt there i s a better musical taste today i n the churches 
generally, than there was i n the Victorian era, yet i t remains 
precarious rather than well-established; for i n the average 
church, whatever the printed repertory a v a i l a b l e , the hymn-
tunes, chants, responses, even the,anthems and voluntaries, 
date mostly from the mid-nineteenth century. A good hymn i s no 
small achievement: the words must be s u f f i c i e n t l y poetical and 
yet of common usage; they must be united to the right and 
worthy tune and yet one which i s singable by an ordinary 
congregation. For, respecting the use of music i n worship, 
there i s the same dilemma as with the l i t e r a r y standard of 
hymns: i f we make the force of i t s emotional appeal the only 
standard, we open the door wide to music of the most worth-
l e s s kind; i f we apply an aesthetic or a r t i s t i c standard, the 
music may appeal only to the minority which has some musical 
culture and t r a i n i n g . 
Hymns Ancient and Modern ( l 8 6 l ) . 
This was regarded as a High Church r i t u a l i s t i c book, 
since i t contained individual Office hymns and was arranged 
i n accordance with the Church Seasons; but i t exercised an 
immense influence not only on Anglican but on Methodist as on 
a l l other hymnody. I t was planned by men who were inspired by 
the ideals of the Oxford Movement, seeking to recapture 
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the heritage of the mediaeval Church and i t s l i t u r g y ; i t was 
intended to be a Companion to the Book of Common Prayer; i t 
assigned "proper" tunes to c e r t a i n hymns. The "Protestant" 
books were the "Hymnal Companion" (I870), "Church Hymns"(l87l+) 
and "The Oxford Hymnal"(I898). "Hymns Ancient and Modern" 
swept the country and had an enormous effect on the practice 
of hymnody, of which i t enlarged the scope by introducing 
mediaeval tunes, German chorales and Welsh melodies (though 
Welsh " t r a d i t i o n a l " music i s not usually modal, but i n the 
modern major or minor key and probably recent.) 
The book's popularity was largely due to J.B.Dykes who 
had seven tunes i n the 1861 edition including "Nicaea" 
(M.H.B.36), "Melita"(M.H.B.917), "St Cross" (M.H.B.187); 
twentyone tunes i n the 1868 edition including "Gerontius" 
M.H.B.7k) and f i f t y s e v e n tunes i n the 1875 edition 
which was a somewhat du l l book). I t s harmony was 
commonplace and i t s melodies lacked strength and 
robustness, yet i t was probably t h i s i n f e r i o r "Victorian" 
s t y l e which made i t the most popular hymnbook i n the 
Church of England. Dykes, Stainer and Monk have a large 
part in nearly a l l the generally used hymnbooks, i n -
cluding M.H.B. Their tunes are more used than any 
others; many of them have become p r a c t i c a l l y "Proper" to 
c e r t a i n hymns - as'Uicaea" for Heber's "Holy, holy, 
holy" (M.H.B.36) and "Melita" for Whiting's "Eternal 
Father" (M.H.B.917). They were powerfully influenced by 
Mendelssohn and to some extent by Spohr and Gounod, so 
that t h e i r tunes were not v i r i l e but produced pretty-
pretty e f f e c t s . 
The quality of hymn-tunes in the l a t t e r h a l f of the nineteenth 
century gradually declined; they became useful but unenter-
p r i s i n g ; the melodic and contrapuntal l i n e s were d u l l and 
s t a t i c ; the harmony was sentimentally chromatic; the verbal 
accentuation was thoughtless. The music most generally 
accepted was i n s i p i d ; people found the "Old" Psalm tunes too 
massive and stark, and the eighteenth century tunes too 
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exuberant, so that they tunned to tunes with weak melody and 
easy harmony; the Psalms and t h e i r early tunes were neglected 
(except by the Presbyterians) for the sake of hymns, and for 
l i g h t e r tunes often in t r i p l e time. 
The Rev. S i r HENRY WILLIAMS BAKER was the Chairman of the 
Compilers of H.A.M.(I86l); he was born i n London i n 1821 and 
educated at Cambridge; i n 1851 he became Rector of Monkland, 
Leominster, Herefordshire, where he died i n 1877. 
"Stephanos" (M.H.B.320), composed for Neale's "Art thou weary" 
i n H.A.M. Appendix (1868). The harmony i s by W.H.Monk -
20 of the 2k alto notes are the same D. 
"St Timothy" (M.H.B.926); he wrote the tune to h i s own 
words "My Father, for another night", for H.A.M.(1875); 
the harmony i s by W.H.Monk. 
WILLIAM-HENRY MONK was born i n Brompton, Kensington^ 1^ i n 
1823 and became an Anglican organist in several London 
churches; i n 18^7 he became Director of the Choir at King's 
College, London, i n I8U9 Organist and i n 187k Professor of 
Vocal Music there. In 1852 he went to St Matthew's, Stoke 
Newington, where he established a dai l y choral service with 
a voluntary choir, using G-regorian music. 
He was early drawn to the Oxford Movement and preferred 
simple music with unison singing; as a High Churchman 
he sought for reverence and solemnity with the avoidance 
of secular associations i n worship; he did not favour 
the old-time singing-gallery with charity children and 
a band of instruments; he desired congregational singing 
according to the Book of Common Prayer with chanting. He 
edited the l a t e r issues of "The Parish Choir", a 
monthly magazine for the "Society for promoting Church 
Music" which advocated the suppression of concerts i n 
1). Checked at S.H 
(80. 
churches and opposed the employment of female choristers; 
prayers were to he intoned not spoken; the congregation 
was to sing in unison; metrical psalms and hymns were 
discouraged, choir f e s t i v a l s were encouraged. (Never-
theless the Oxford Movement provided much stimulus to 
hymn-singing). 
With Hullah, Monk was a pioneer of the popular singing-class. 
He received the Mus.Doc. degree at Durham in 1882; he died 
at Stoke Newington i n 1889. He wrote various church music and 
was versed in hymnology. 
He edited the hymnbook ps a l t e r and chants of the 
Church of Scotland; i n the "Book of Anthems"(1875) for 
that Church h i s preface says: 
"The great majority of the pieces i n t h i s C o l l e c t i o n 
are capable of being joined i n by any congregation of 
average musical culture. Our psalmody w i l l not become 
what i t ought to be t i l l greater interest i s taken i n 
the meetings for congregational practice". 
He also edited "The Book of Common Prayer with P l a i n 
Song and Appropriate Music"; various issues of Dr H. 
Allon's "Congregational Psalmist", H.A.M.(l86l, 1868, 
1875, 1889). 
He contributed some f i f t y tunes to H.A.M. and arranged many 
of the others; they are quite congregational i n s t y l e though 
some are rather d u l l ; but they avoid the chromatic sentiment-
alism of the period; t h e i r melody i s simple and smooth, th e i r 
modulation easy, t h e i r harmony diatonic. He avoided secular 
tunes, and the p a l t r y type found i n the "Sankey" and ."Crown 
of Jesus" c o l l e c t i o n s . 
"Victory" (M.H.B.215); the whole of t h i s tune i s by Monk, 
except the 13th bar - though i t i s adapted from t>art 
of the "Gloria P a t r i " of a "Magnificat"(1591) by~G.P. da 
Pal e s t r i n a ; i t was i n "The Parish Choir" edited by 
Monk in 1851. For H.A.M. ( l 8 6 l ) he used the f i r s t three 
phrases of hi s former adaptation, adding a cadence for 
the " A l l e l u i a " r e f r a i n , and music for the introductory 
three " A l l e l u i a s " (not included i n M.H.B.) The melody 
of the f i r s t phrase i s used i n the tenor of the second 
phrase, and again i n the soprano of the th i r d phrase. 
Except for the f i r s t chord of the t h i r d phrase, the 
melodic outlines of a l l the parts are exactly the same 
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as P a l e s t r i n a ' s , the only change by Monk being i n the 
ton a l i t y . ( 1 ) The music of the "Gloria" i s i n H.A.M. 
(1909), hymn li+8, page 212; and M.M.H.B. page 157. For 
S i r R.R.Terry's c r i t i c i s m of Monk's procedure, see 
H.C.H.S. pages 11+-15. 
"Herrnhut" (also c a l l e d "Cruger", M.H.B.21+5). O r i g i n a l l y i n 
Cruger's "Gesangbuch"(l6i+0); arranged by Monk for H.A.M. 
( l 8 6 l ) ; the f i f t h l i n e i s e n t i r e l y by Monk (and i s better 
than the o r i g i n a l ) . 
"Ascension" (M.H.B.221); a more j o y f u l , v i t a l , enterprising 
tune than many of h i s others. 
"Evelyns" (M.H.B.249); i n H.A.M.(1875). A good straightforward 
diatonic tune. 
"Beverley" (M.H.B.258); written for t h i s hymn i n H.A.M.(1875). 
I t i s a pedestrian composition - espe c i a l l y at the 
seventh l i n e , which i s very commonplace harmony. 
"Ravenshaw"(M.H.B.308), Monk's arrangement for H.A.M.(l86l); i t 
i s probably a 15th century carol tune, "Aye Hierarchia" -
see H.C.H. page 73» P.W.U. page 211. I t was i n "Ein neu 
Gesengbuchlen" (1531)» the e a r l i e s t German hymribook of the 
Bohemian Brethren, edited by Michael Weisse; and was set 
by J.S.Bach i n "Choralgesa^nge" to "Gottes Sohn i s t 
kommen". 
"St Ethelwald"(M.H.B.58l); an excellent strong and v i r i l e tune. 
"Unde et memores" (M.H.B.586); i n H.A.M.(1875). I t has a 
r e s t r i c t e d melody and a monotonous alto and bass. I t s 
r e f l e c t i v e p l a c i d i t y becomes boring with rep e t i t i o n . 
"ALleluia perenne" (M.H.B.671); i n H.A.M. (1868). 
"St Matthias" (M.H.B.692); written for t h i s hymn i n H.A.M. 
(1861). I t i s rather sentimental ( l i k e the words), 
and has too many tonic cadences. 
"St P h i l i p " (M.H.B.725); composed for Neale's "Come, Thou holy 
Paraclete" i n H.A.M. (1861). 
"St Constantine" (M.H.B.73U); a simple and tranquil tune, as 
b e f i t s the hymn. I n H.A.M. ( l 8 6 l ) . 
" A l l things bright" (M.H.B.851); i n "The Home Hymn Book" (I887). 
"Eventide" (M.H.B.9U8); written ( i n ten minutes) for t h i s hymn 
i n H.A.M.(1861); with these words i t makes a simple 
appeal to popular sentiment. But i t has bad accentuation, 
a monotonous alto and stagnant parts. 
1 ) . See G.W.Stubbings i n "The Choir" (May 19*4-5). 
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"Hursley" (M.H.B.9U2), arranged by Monk from "Grosser Gott, 
wir lo"beri dich" (7.8.7.8.7.7.), a German-Swiss melody 
"by Peter R i t t e r , Kappelmeister to the "Grand Duke of 
Baden. 
JOHN BACCHUS DYKES was horn at Hull i n 1823 and i n 18U3 went 
to Cambridge, where he was a pupil of Walmisley. He was 
ordained i n l8i+7, and i n 181+9 "became a Minor Canon and Pre-
centor of Durham Cathedral. I n 1861 he received the Mus.Doc. 
degree from Durham University, and the following year became 
Vicar of St Oswald's, Durham. I n 1863 he conducted the f i r s t 
choral f e s t i v a l i n Durham Cathedral; he was a High Churchman 
who did not value r i t u a l or ceremonial for i t s own sake, but 
who rejoiced i n large-scale and competent music i n church. He 
died at Ticehurst, Sussex (not at St Leonard's as stated i n 
M.M.H.B.) i n I876. 
He wrote some three hundred very popular hymn and carol 
tunes and some anthems. He had seven tunes i n H.A.M. 
(1861), more i n 1868 and again more i n 1875, f i f t y s i x 
i n 1889 and f i f t y e i g h t i n 1916/22. His tunes were 
reduced to thirtyeight i n 190U, to thirtybne i n 1950 -
more than any other composer: Monk comes second with 
sixteen, Stainer and Nicholson have f i f t e e n each. 
Dykes s t i l l remains i n favour i n most hymnbooks - f i v e are i n 
the B.B.C. book (1951) - evidently he was able to write"hymn-
tunes which were successful i n p r a c t i c e , and, l i k e those of 
W.H.Monk, they have considerable capacity for s u r v i v a l . After 
a l l c r i t i c i s m the ultimate f a c t remains that h is tunes gained 
immediate acceptance and remain popular because they are 
e a s i l y singable by congregations of ordinary people. His 
widow collected and published 276 of h i s tunes, with an 
introduction by Dr G.C.Martin. His melodies have no d i f f i c u l t 
i n t e r v a l s ; they were prone to have repeated notes, often at 
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the beginning of the tune - a common custom at t h i s period. 
Though not a great musician he had much f a c i l i t y i n the 
smaller forms of musical writing. 
He produced e a s i l y singable rhythms; h i s harmony was 
conventional i n a s t y l e influenced by Mendelssohn and 
Spohr - that of the part-song which requires four 
voices: thus h i s "St Andrew of Crete" (not i n M.H.B.) 
repeats one note (an inverted dominant pedal) eleven 
times in the beginning of the upper part. 
I n 1865 he wrote "Lux benigna"(M.H.B.190l+: hymn 624; 
H.A.M.1950: hymn 298) for Newman's "Lead, kindly Light" 
(M.H;B.6l2). I t has too many f u l l closes, too much 
dominant 7th, a rather stagnant bass, an i n f e r i o r 
suspension at the end (the f i n a l tonic i n the bass 
should have commenced immediately on the strong accent)., 
a touch of chromaticism, and i t s rhythm i s not 
broad and massive enough for good congregational singing. 
His "Dies i r a e " (not in M.H.B.) needs the resources of a 
choir because the modulations are too awkward for an 
average congregation (exceptional for Dykes). He was 
addicted to an excessive use of the dominant discords 
such as the 7th and 13th and often showed a stagnant 
bass (frequently a tonic or dominant pedal). 
These are t y p i c a l weaknesses. Good tunes need not 
ne c e s s a r i l y have active inner parts, but when the bass 
part i s stagnant i t becomes a more serious f a u l t . , . 
Nevertheless Dykes's part-writing i s not so sluggish as 
that of some of h i s contemporaries; even more sentimental 
r e l i g i o u s music can be found in Viennese Masses by 
Schubert, Hummel and Neukomm; and the French church 
music by Gounod and others has l i f e l e s s rhythm and 
extremely chromatic harmony. (1) 
C.H.Phillips says:^ 2) 
"The melodies of Dykes's hymns are always good, and 
with some simple harmonic changes might be.accepted by 
any musician." 
(But such changes would not be accepted, indeed would 
be most strongly resented, by most congregations. I f 
the harmony i s r e a l l y so bad, i t were better to choose 
or to write another tune altogether.) 
1) . See A.J.B.Hutchings: "In Praise of John Bacchus Dykes" 
pages 2, 3, 5. 
2) . "The Singing Church", page 158. 
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The tunes of Dykes were emotional and had - l i k e those 
of W.H.Monk - a seductive charm for h i s generation. His 
reli g i o u s devotion was expressed with sentiment i n even 
hi s best tunes because the words themselves invited such 
treatment, and h i s musical language suited the mood of the 
mid-nineteenth century; possibly he was the f i r s t to use such 
expression i n h i s hymn-tunes, though h i s l i t u r g i c a l music was 
not sentimental. Professor T.P.Tovey said that Dykes was "the 
author of our t r e a c l i e s t V i c t o r i a n church m u s i c " T h e 
Victorian hymn-tune (with sp e c i a l reference to Dykes) was 
defended by Dr H.C.Colles at a meeting of the Salisbury 
Diocesan Organists' Association (though he considered that 
words should have the tune to which they were o r i g i n a l l y s e t ) . 
The melodies of Dykes were s p e c i f i c a l l y i l l u s t r a t i v e of the 
words of the hymn, es p e c i a l l y of the f i r s t verse or even the 
f i r s t l i n e or two. Yet though expert i n catching the precise 
meaning of the opening words, he was unable to continue t h i s 
s e n s i t i v i t y throughout the hymn. His f a c i l i t y i n grasping the 
meaning of the i n i t i a l phrase was notable; yet af t e r a good 
s t a r t the melody often deteriorated, as i n "Gerontius" (M.H..B. 
7k), "St Drostane" (M.H.B.192) and "Melita" (M.H.B.917). Yet 
i t i s not invariable that h i s good beginnings to tunes have 
poor endings. He yielded too e a s i l y to the temptation to use the 
increased musical resources of h i s time, which were too 
1) . "Essays i n Musical Analysis", Vol, VT, page 28. 
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elaborate for a miniature form such, as a hymn-tune. The 
vocabulary of Beethoven, Mendelssohn and Chopin was now 
avail a b l e , but Dykes had not the musical a b i l i t y for extended 
composition. His sentiment i s usually i n h i s melody; not i n 
h i s harmony, i n which he did not often use chromatic notes 
except as necessary for modulation. His tunes were not only 
f u l l of popular appeal, but often indispensable. Dr E.Routley 
s a y s : ^ 1 ) 
"With a l l h i s f a u l t s , we have generally been unable to 
improve upon him. He met the mind of h i s age wi±h great 
sympathy and success and devotion". 
Dykes has twentysix tunes i n M.H.B. (of which twentytwo were i n 
H.A.M.); he s t i l l remains the largest contributor to M.H.B. 
"Rivaulx" (M.H.B.38); written for t h i s hymn i n Grey's "Hymnal 
for use i n the English Church" (1866). I t begins with 
repeated notes. S i r Henry Hadow said that i t weakly 
loses value as i t proceeds. (2) 
"Gerontius" (M.H.B.7*0, composed for t h i s hymn i n H.A.M.(1868). 
I t s t a r t s well but f a l l s away - the climax i s at the end 
of the f i r s t l i n e , and there i s a stagnant bass at the 
beginning. 
"Dominus re g i t me" (M.H.B.76), composed for t h i s hymn in H.A.M. 
(1868); the tune i s named from the yulgate Version of 
Psalm X X I I I . The melody i s good, but there i s a stagnant 
bass i n the l a s t l i n e . 
"Hollingside" (M.H.B.110); i n H.A.M. ( l 8 6 l ) . Named a f t e r Dykes' 
residence i n Durham. I t i s a good diatonic melody, not 
sentimental. 
"Vox d i l e c t i " (M.H.B.154b.), written for t h i s hymn i n H.A.M. 
(1868). I t has a fine strong f i n i s h , and expresses the 
antiphonal effect of the verses. 
"St Ae'lred" (M.H.B.I67), composed for t h i s hymn i n Chope's 
1) . H.S.B. 11,3 (July 1948); 11,5 (January 1949). 
2) . I n "Hymn Tunes" (Church Music Society, Occasional Paper 5) 
and i n "Music i n Church" (Report of the Archbishops' 
Committee, 1951). 
(86 
"Congregational Hymn and Tune Book" (1862). The melody 
i s only moderate hut i s helped, as often in the l a t e r 
nineteenth century, by the harmony. I t o r i g i n a l l y ended 
in the minor key and i n common time (as i n E.H. App.62)j 
t h i s was altered (not for the better; to t r i p l e time and 
major close i n H.A.M.(1868), as i n M.H.B.. The attempt 
to picture the scene in sound i s very obvious. 
"St Cross" (M.H.B.187), written for t h i s hymn i n H.A.M. (1861). 
I t i s a very beautiful and r e t i c e n t tune with f i n e rhythm 
and diatonic harmony and an excellent ending. 
"St Drostane (M.H.B.192); written f or t h i s hymn i n Chope's 
"Congregational Hymn and Tune Book" (1862). The good 
s t a r t i s not maintained: the l a s t two l i n e s are not nearly 
so good as the f i r s t two. 
"St Godric" (M.H.B.269); written f or Watts's "Lord of the 
worlds above" (M.H.B.678) i n Chope's "Congregational Hymn 
and Tune Book" (1862); the tune ends well. 
"St Cuthbert" (M.H.B.283); written for t h i s hymn i n H.A.M.(I86l), 
Though diatonic throughout, i t i s one of h i s most 
sentimental tunes; the bass i s le t h a r g i c . 
"Calm" (M.H.B.285); also c a l l e d " I l k l e y " or "Vespere"; composed 
for Keble's "Sun of my soul" (M.H.B.942); i t was con-
tributed anonymously to "The Leeds Hymn Book" (186.8) i n 
8.8.8.4. metre, set to a hymn by Montgomery: 
There i s a calm for those who weep, 
A r e s t for weary pilgrims found: 
They s o f t l y l i e and sweetly sleep 
Low i n the ground. 
I t was also i n "Church P r a i s e " (I883). 
I t i s a tiresome i n s i p i d tune with a poor melody involving 
dreary repetition, beginning with repeated notes; the 
rhythm i s t r i t e . As set in M.H.B. to the Rev.A.H.Vine*s 
"0 breath of God", i t has the wrong accent at the 
beginning of every l i n e . 
"St Agnes" (M.H.B.289), written f or Caswall's "Jesu, the very 
thought" (M.H.B.108) i n Grey's "Hymnal for use i n the 
English Church" (1866). I t has the wrong accent at the 
beginning of every l i n e both for t h i s hymn and for Dr 
Reed's to which i t i s set i n M.H.B. I t begins with 
repeated notes. 
"Come unto Me" (M.H.B.328); written for t h i s hymn i n H.A.M. 
(1875); i t has quite a good ending. 
"St Bees" (M.H.B.432); i n Chope's "Congregational Hymn and 
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Tune Book" (1862) and H.A.M.(1875). The rhythm i s poor, 
there i s too much dominant 7th i n the harmony, and the 
tonic note i s repeated i n the melody, needing harmonic 
support. I t s tawdriness i s mentioned i n "Music i n Church" 
(Archbishops' Report", 1951). 
"Horbury" (M.H.B.I4-68), w r i t t e n at Horbury, a v i l l a g e near 
Wakefield, i n I859. Though i t has no chromatic note 
(except f o r change of key; the tune i s sentimental and 
d u l l . A revised harmony i s i n H.A.M. (190U & 1909)* hymn 
k7k, 
"St H i l a r y " (M.H.B.f+97); i n "The B r i s t o l Tune Book" (1863). 
"St Werbergh" (M.H.B.53^); i n Chope's "Congregational Hymn and 
Tune Book" (1862). 
"Beatitudo" (M.H.B.60i4-"b); w r i t t e n f o r H.A.M.(1875). I t has 
weakly chromatic harmony, especially towards the end 
of the tune, including the diminished 7th. I t has the 
the wrong accent f o r H.Bonar's verses. 
"St Oswald" (M.H.B.66ij.); w r i t t e n f o r "Praise the Lord" (M.H.B. 
13) i n Grey's "Manual of Psalm and Hymn Tunes used i n the 
parish church of St Michael, Houghton-le-Spring" (1857) 
i n which i t i s called "St Bernard". The poor harmony -
twenty of the t h i r t y a l t o notes are on the same D - i s 
castigated i n "Music i n Church" (Archbishops'Report 1951); 
the tenor and "bass parts also are extremely monotonous and 
stagnant. A fresh harmony i s given i n H.A.M. (I90i| & 1909) 
hymn 313, and i n "Hymns of the Kingdom", hymn 179• 
"Alford" (M.H.B.828), i n H.A.M. (1875). I t has a h a l t i n g rhythm 
and too many chromatic 7ths. 
"Strength and Stay" (M.H.B.875); w r i t t e n f o r Canon Ellerton's 
t r a n s l a t i o n of Ambrose's "Rerura Deus tenax vigor", i n 
H.A.M.(1875). The melody i s good: a less chromatic 
harmony i s i n H.A.M. (1901+ & 1909) hymn Ik; (1950) hymn 17. 
"Melita" (M.H.B.917), composed f o r t h i s hymn i n H.A.M. ( I 8 6 l ) . 
I t has a splendid "beginning "but deteriorates, although 
the l a s t l i n e i s almost the same as the f i r s t , "but i n 
reverse order. I t i s amazing, and amusing, to note that 
the F sharp i n the tenth bar of the melody used to be 
admired f o r i t s "piercing and p l a i n t i v e emphasis"; 
evidently i t caused the V i c t o r i a n ear to t h r i l l with 
poignant pathos. Emotional associations and r e l i g i o u s 
sentiments have immutahly joined t h i s tune to t h i s hymn. 
"St Anatolius" (M.H.B.951"b). w r i t t e n f o r t h i s hymn i n Chope's 
"Congregational Hymn and Tune Book" (1862). 
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"Almsgiving" (M.H.B.969); w r i t t e n f o r t h i s hymn i n Monk's 
e d i t i o n of Bishop Wordsworth's "The Holy Year" (I865); i t 
was i n H.A.M. (1868). The melody i s good, but, as not 
infrequently with Dykes, the accentuation i s wrong. The 
la s t two bars should be sung i n s t r i c t e r tempo than i s 
usual with many congregations; as the metre and the sense 
require the accent on the f i r s t s y l l a b l e of "givest", 
congregations n a t u r a l l y t r e a t i t as being the f i r s t beat 
of a bar, and t h i s e n t a i l s lengthening the remaining 
notes. "The Moravian Hymnbook" (191U) begins the l a s t 
l i n e of words on the t h i r d beat of the previous bar, and 
"giv-est" occupies a f u l l bar w i t h a semibreve and a 
minim. 
"Requiescat" (M.H.B.976); composed for t h i s hymn i n H.A.M. 
(1875). The bass i s stagnant (generally a tonic or 
dominant pedal). 
Sir JOHN STAINER was born at Southwark, London i n l&kO; he 
was a chorister at St Paul's Cathedral I8U8-I856; i n 1856 he 
became the f i r s t organist at St Michael's College, Tenbury; i n 
1859 organist at Magdalen College, Oxford; i n 1860 organist of 
Oxford University; i n 1862 he succeeded Goss at St Paul's 
Cathedral, where he raised the standard of performance of 
church music. I n 1881 he became P r i n c i p a l of the National 
Training School of Music (which became the R.C.M. i n 1882). He 
founded the Oxford Philharmonic Society; i n 1882 he followed 
Hullah as Inspector of Schools; he was organist to the Royal 
Choral Society (1873-1888), and President of the Musical 
Association i n I889. I n 1889 he succeeded Gore-Ouseley as 
Professor of Music at Oxford. He graduated F.R.C.O., Mus.Bac. 
(1859) and Mus.Doc. (1865) at Oxford. He received the Mus.Doc. 
(1885) and D.C.L.(1895) from Durham University, and was 
knighted i n 1888. He died i n 1901 at Verona (not at Oxford as 
sometimes stated, though he was bucied at Oxford). He published 
"Hymn Tunes" (1900); they were mostly his own. I n the preface he 
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writes: 
"The true estimate cf a hymn-tune cannot be found "by-
p r i n c i p l e s of abstract c r i t i c i s m , or by any i n t e r n a l 
evidence that i t exhibits an a r t i s t ' s handicraft. There 
is a something, indefinable and int a n g i b l e , which can 
render a hymn-tune, not only a -winning musical melody, 
but also a most powerful evangeliser. 
Much the same may be said of many of our mos t valuable 
words of hymns. They would f a i l to s a t i s f y the a r t i -
f i c i a l requirements of the learned poet, but they up-
l i f t the heart and emotions as i f by some hidden magic. 
Alas f o r the day i f such a powerful s p i r i t u a l influence 
should ever be l i g h t l y set aside i n order to make room 
f o r words and music intended to teach the higher laws of 
poetry and a cold r e s p e c t a b i l i t y i n music". 
He edited "The Cathedral Psalter", the "St Paul's Cathedral 
Chant Book", the "Cathedral Prayer Book" (1891); t h i s had a 
barred i+-part version of Merbecke, with a harmonized Lord's 
Prayer and an accompaniment to the "Comfortable Words". 
Sir Richard R.Terry defends Stainer's s e t t i n g of 
Merbecke's "Creed" and "Gloria", i n that i t was not 
plainsong and therefore could have both harmony and 
notes of various length, ( l ) 
I n 1898 he edited the music of the Scottish "Church Hymnary"; 
i t included f i f t e e n of his own tunes. 
His harmony was influenced by Mendelssohn and Spohr; 
nevertheless he knew much of J.S.Bach; at St Paul's 
Cathedral he introduced oratorios and Passion music 
with f u l l orchestration. He was a.fine extempore 
organist, an able choirmaster and a musicologist. His 
cathedral music and cantatas lower the standard of taste 
because of the t r i v i a l i t y and poverty of t h e i r musical 
ideas, i n subjects which should have d i g n i f i e d treatment. 
Whereas Gounod's "Redemption" i s t h e a t r i c a l , Stainer's 
"The C r u c i f i x i o n " i s second-rate and dated. Yet at that 
l ) . "A Forgotten Psalter", page 66. 
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time "The C r u c i f i x i o n " was the only Passion music w i t h i n 
the capacity of small town and v i l l a g e choirs - hence i t s 
popularity. Stainer was intensely r e l i g i o u s and he wrote 
f o r the church of his own day as i t then was. Later came 
A. Somervell's "The Passion of C h r i s t " (of v/hich the l a t e r 
choruses are p r a c t i c a l l y mere hymn-tunes), B.HarwoodTs 
"Sacrifice Triumphant" (which i s good and useful and 
contains many hymns and plainsongs), C.Wood's "Passion 
according to St Mark" and M.Shaw's "The Redeemer" ("both 
of which have good hut s u f f i c i e n t l y simple music f o r 
ordinary church resources). Stainer's music lacks the 
high i n s p i r a t i o n merited "by his verbal t e x t s , which 
include some of the most splendid passages from the 
Greater Prophets, Jo"b, the Epistles, Revelation and the 
Apocrypha. Stainer's musical o r i g i n a l i t y was not so 
strong as his l i t e r a r y judgement. Yet some of his tunes 
were not so "bad as was made out "by Dr Martin Shaw some 
f i f t y years ago, and two of them are included i n the 
B. B.C.Hymn Book (1951). I n l a t e r l i f e Stainer regretted 
the s t y l e and q u a l i t y of many of his publications which 
were produced to meet the desires of the contemporary 
clergy and church o f f i c i a l s , as i s t e s t i f i e d "by Dr E.H. 
Pellowes:(1) 
"Stainer dealt with ususual subjects. As resident Pro-
fessor, Stainer did much f o r music i n Oxford....In 1900 
he t o l d me how deeply he regretted that much of his 
church music had "been published, f o r he realised i n 
l a t e r days that i t no longer gave him s a t i s f a c t i o n ; and 
he feared that i t might create a misleading impression 
of his standard of taste i n years to come. He said he 
was much encouraged as a young man to wr i t e his anthems 
to meet popular demand. He was then a poor man and they 
paid him handsomely. I t was one of the more harmful "by-
products of the Oxford Movement. He was one of the 
f i n e s t organists of. his time, and without exception, 
the "best c h o i r - t r a i n e r . " 
"Te Deum laudamus" (M.H.B.20); i n "The Day School Hymribook" 
(1896). 
"Credo" (M.H.B.1U8); composed f o r t h i s hymn i n H.A.M.(1875). 
The V i c t o r i a n composer was apt to change from the minor 
to the major key f o r dramatic e f f e c t . 
1). "Memoirs of an Amateur Musician", pages 56-57* 83. 
(91. 
"Love Divine" (M.H.B.I83)J i n H.A.M.(I889)J a poor pedestrian 
tune. 
"Charity" (M.H.B.290), composed f o r t h i s hymn i n H.A.M.(1868). 
"Cross of Jesus" (M.H.B.318); from "The C r u c i f i x i o n " (1887). 
"Magdalena" (M.H.B.522); i n H.A.M.(1868). 
"Rest" (M.H.B.825); set to t h i s hymn i n H.A.M.(1875); w r i t t e n 
f o r the London Church Choir Association Fest i v a l at St 
Paul's Cathedral (1873) when i t was set to J.Wesley's 
t r a n s l a t i o n of Tersteegen's hymn "Thou hidden love" 
(M.H.B.U33). 
"In meraoriam" (M.H.B.839); i n H.A.M.(1875)• 
"Evening Prayer" (M.H.B.8i4+); "based on the opening theme of 
Beethoven's "Andante i n F". I n the "Church Hymnary"(l898). 
"Rex Regum" (M.H.B.888); set to a Jubilee Ode "by the Rev. Dr H. 
Burton which was sung "by children at the Albert Hall i n 
I887. At Stainer's suggestion Burton wrote these words 
iX) King of kings" i n order to perpetuate the tune f o r 
ordinary use. 
"Sebaste" (M.H.B.937); composed f o r t h i s hymn i n H.A.M.(1875)• 
"St Francis Xavier" (M.H.B.980); w r i t t e n f o r Caswall's "My God, 
I love Thee" (M.H.B.i+i+6), i n H.A.M. (1875). 
"Amor Dei" (M.H.B.728); t h i s tune from a Bremen bymhbook i s as 
adapted "by Stainer f o r the "Church Hymnary" (I898). 
"The Seven-fold Amen" (M.H.B.985 V.), from a "Choir-Book f o r the 
Office of Holy Communion" (1873). 
I n M.H.B. there are arrangements of Naumann's "Dresden Amen" 
(M.H.B.985 I I I ) , and of the "Responses" to some of the 
Commandments. M.H.B. Chant 76, Responses No.3, i s 
Stainer's adaptation of Merbecke's Responses to the 
Commandments i n the "Book of Common Praier Noted" (1550). 
JOSEPH BARNBY was born i n York i n I838 and was a Minster 
chorister there (l8i+6-l852); he studied at the R.A.M. (185U-1856) 
and won the Mendelssohn Scholarship. He was organist at 
several London churches, and i n 1871 went to St Anne's, Soho, 
where he established annual r e c i t a l s of J.S.Bach's "St John" 
and "St Matthew" Passions. He became Conductor of the Royal 
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Albert H a l l Choral Society i n 1872, He was Director of Music 
at Eton 1875-1892, P r i n c i p a l of the Guildhall School of Music 
I892-I896 , Conductor at the H.A.M. 1886-1888 and at the 
C a r d i f f Festivals i n 1892 and 1895. He held the F.R.C.O. and 
F.R.A.M. diplomas and was knighted i n 1892; he died at 
Westminster, London i n I896. 
I n I872 he produced Bach's "St John Passion" f o r the 
f i r s t time i n England, at St Anne's, Soho, and from 
1873 annually with f u l l orchestra. He produced Handel's 
"Jephtha" i n I869 , Beethoven's "Mass i n D" i n 1870, and 
revived the "St Matthev; Passion" which he performed i n 
Westminster Abbey i n 1871 w i t h a chorus of 250 and 
orchestra of 50 - i t s f i r s t performance i n any English 
cathedral or abbey. I n I883 he conducted the London 
Musical Society i n Dvorak's "Stabat Mater" which had 
been composed i n 1876 and was new to England. I n 188U 
he introduced Wagner's " P a r s i f a l " to England i n a 
concert version. I n 1892 he directed Dvorak's "The 
Spectre's Bride" at Leeds. Such works by Bach and 
Dvorak were l i t t l e known at the time. 
He published his own "Hymns and Tunes" i n 1869 and I883 . 
He edited the music of the 6econd e d i t i o n of "The 
Hymnary" i n 1872, "The Cathedral Psalter" (1873) , "The 
Congregational Mission Hymnal" (1890), "The Congregational 
Sunday School Hymnal" (I891) and "The Home and School 
Hymnal" (Free Church of Scotland, 1893). 
"The Hymnary" was a High Church book; i n i t 50 tunes 
are by Barriby, and several marked "Anon" are by him 
also; H.Gauntlett and H.Smart were the other chief 
contributors. Any tune w r i t t e n before the 19th century 
i s called an "Old Melody". This book was attacked by 
Dr G.B.Arnold of Winchester Cathedral at the Church 
Congress i n 1873; he said that H.A.M. had many good 
tunes but more bad harmonies, and that "The Hymnary11 
was even worse, unworthy of the Church: i t s tunes 
merely w r i t t e n "to go with a swing". 
Bamby i s c h i e f l y remembered today f o r his weak p a r t -
songs and over-suave church music; he was much influenced 
by Gounod whose sugary sentimental style he continued. 
See Music Example, page 75d. His church music i s 
shallow w i t h t r i v i a l harmony, yet he could w r i t e 
e f f e c t i v e l y f o r voices. He was f a c i l e i n composing 
popular and pleasant short pieces such as "Sweet and 
Low". He thought that a good hymn-tune should s a t i s f y 
both the ordinary worshipper and the musician, and that 
i t should be simple; but his own hymn-tunes never became 
popular l i k e those of Dykes, Stainer, Gauntlett, Monk, 
Elvey and Redhead. His tunes were used by Nonconformists 
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more than "by Anglicans. H.A.M. had lh i n 1889, 3 i n 1904 
and k i n 1950. E.H. has 3, S.P. has 1, O.H.B. has 1, 
B.B.C. has none; C.H. has 11, CP. has 7; M.H.B. had 42 
i n 1904, and 16 i n 1933. 
"St Olave" (M.H.B.1905); i n the "Congregational Mission Hymnal" 
1899). 
"Laudes Domini" (M.H.B.113); i n H.A.M. (1868); a f a i r example of 
the l i g h t melodious V i c t o r i a n s t y l e . 
"Bethlehem" (M.H.B.125) 
"Salve, festa dies" (M.H.B.212); i n H.A.M. (1889). 
"Just as I am" (M.H.B.394); i n the "Home and School Hymnal" 
(1892). 
"S-oringtide Hour" (M.H.B.425). I n the "Methodist Sunday School 
Tune Book" ( l 8 8 l ) . 
"St Chrysostom" (M.H.B.438); i n the "Musical Times" (December 
1871) and i n Novello's "Hymnary" (1872). I t shows the 
part-song s t y l e ; the melody at the end. i s poor, depending 
on the harmony - the tune goes into the inner parts. 
This was a defect also of Dykes, Monk and Stainer i n 
t h e i r poorer tunes which depended on sweetness of harmony 
rather than on strength of melody. 
"Alverstoke" (M.H.B.474); i n his Collection of o r i g i n a l tunes 
1883), and i n the "Methodist Free Church Tune Book" 
1892). 
"Cords of Love" (M.H.B.622); the harmony has an excessive use 
of a s t a t i c "bass. 
"Cloisters" (M.H.B.729); composed for t h i s hymn i n H.A.M.(1868). 
"Cheshunt College" (M.H.B.737). 
"0 perfect Love" (M.H.B.777); arranged from his anthem which was 
w r i t t e n i n I889. 
"For a l l the saints" (M.H.B.832); o r i g i n a l l y called "St P h i l i p " , 
composed f o r t h i s hymn i n "The Sarum Hymnal" (1869), and i n H.A.M.(1875). I n O.H.B. and elsewhere i t i s called 
"Pro omnibus S a n c t i s " , 
S i r H.Hadow i n "Church Music" (1926) reckons i t amongst 
"the worst church music"; and i n "Hymn Tunes" (Church 
Music Society, Occasional Paper 5) he pointed out that 
i t s accents are a l l wrong f o r the words at the "beginning 
of the l i n e s . The tunes of Stanford ("Engelherg" i n 
H.A.M.1904 & 1909), and of Vaughan-Williams ("Sine 
nomine" i n E.H.1906) are vastly superior, paying f a r 
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greater a t t e n t i o n to the words than Barriby does. The 
f i r s t word;., of each verse (except i n verse 2) i s un-
important; Barhby ignores t h i s and has a strongly 
accented chord for each i n i t i a l word: "FOR a l l the 
saints", Vaughan-Williams has accented i t "For a l l the 
SAINTS'", and re-arranged the melodic l i n e f o r thdse 
verses which need i t . Barriby's melody i s feehle and h i s 
inner parts are weak. 
"The Blessed Rest" (M.H.B.945). I n the "Home and School Hymnal" 
(1892). 
"The Golden Chain" (M.H.B.961); w r i t t e n f o r G i l l ' s "We come 
unto our fathers' God" (M.H.B.71), i n key F, i n "The 
Congregational Church Hymnal" (I887). Each part i s too 
monotonous. 
"The Blessed Name" (M.H.B.971); i n "The Congregational School 
Hymnal" ( I 8 9 I ) . 
Jakop Ludwig F e l i x MENDELSSOHN BARTHOLDY was horn i n Hamburg 
i n 1809; he was a p u p i l of Moscheles. He was greatly influenced 
"by J.S.Bach, whose music he helped to int|c\pduce to England 
(as d i d S.S.Wesley). I n 1829 i n B e r l i n he gave the "St 
Matthew Passion" i t s f i r s t performance since 1740; t h i s "began 
the Bach r e v i v a l i n B e r l i n . He died at Leipzig i n 1847 and 
was "buried i n B e r l i n . 
He wrote f i n e organ, orchestral and vocal music, but 
his great influence had an unfortunate e f f e c t upon 
English music; he was adulated almost as much as Handel 
had been, and his a t t r a c t i v e and romantic styl e l e d to 
feehle i m i t a t i o n s ; his second-rate followers wallowed i n 
weak and cloying harmonies and created a taste f o r 
s u p e r f i c i a l music which i s s t i l l present i n church 
c i r c l e s . Though he exercised inventive o r i g i n a l i t y , h is 
genius did not create a new s t y l e "but re-asserted good 
p r i n c i p l e s ; he was b r i l l i a n t from youth, "but did not 
develop greatly. 
I n 1841 James C.Dihdin, an Edinburgh musician, was preparing 
his "Standard Psalm-Tune Book" and wrote to Mendelssohn 
asking him to compose a Long Metre Psalm-tune f o r i t . Mendels-
sohn r e p l i e d : 
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" I thank you very much f o r your kind and f l a t t e r i n g 
l e t t e r and enclose the page of your album, on which I 
have w r i t t e n a l i t t l e Prelude f o r the organ. I am 
sorry I could not write exactly what you required me to do, 
but I do not know what a Long Metre Psalm-tune means, 
and there i s nobody i n t h i s place at present to whom I 
could apply f o r an explanation. Excuse me, therefore, 
i f you receive something else than you wished." 
"St Paul", Dusseldorf & Liverpool (1835/6); London (1837). The 
contrapuntal treatment of the choruses, and use of 
chorales, are due to the influence of J.S.Bach. 
"Lobgesang", Leipzig & Birmingham (181+0); London (181+3). A 
choral symphony which i s of less i n s p i r a t i o n than his 
oratorios. 
"Hear my Prayer"; f o r soprano solo, choir and organ. (London 
182+5). 
" E l i j a h " , Birmingham (181+6); London & Manchester (181+7). The 
music, though continuous i n form, i s very unequal and 
not comparable with Handel's "Messiah"; some of i t 
declines into conventional r e l i g i o u s g e n t i l i t y ; the f i r s t 
part i s superior to the second, and the l a s t f i v e numbers 
are an anti-climax. But the choruses are powerful and 
varied, with s t r i k i n g rhythms and v i v i d characterization; 
there i s strong dramatic effectiveness i n the clashing 
urgency of the antiphony between the solo-prophet and the 
chorus-crowd. Mendelssohn was a great master i n polyphonic 
choral technique; t h i s caused him to r i v a l the popularity 
of Handel i n England, and did much to revive choral 
composition and performance i n t h i s country. 
"Ber l i n " ; ( c a l l e d "Bethlehem" inC.H., "Mendelssohn" i n S.P. 
and "St Vincent" i n Chope's book). I t i s arranged from 
Chorus No.2 i n his "Pestgesang", Op.68 (Leipzig 181+0). 
Mendelssohn wrote that the tune would never do f o r sacred 
v/ords, but only f o r gay and popular words. Previous tunes 
f o r t h i s hymn had been: "See the conquering hero" from 
"Judas Maccabaeus", or "Lasst uns erfreuen" (M.H.B.28), 
or "Easter Morn" (M.H.B.201+). The o r i g i n a l was arranged 
f o r t h i s hymn i n 1855 by W.H.Cummings, and was published 
i n 1856, and i n Chope's "Congregational Hymn and Tune 
Book" (1857). 
"Contemplation" (M.H.B.796); an o r i g i n a l chorale by Mendelssohn 
(No.2 i n his "Psalm X I I I " ) . 
"Elberfeld" (M.H.B.906); Mendelssohn's s e t t i n g i n "St Paul" of 
" A l l e i n Gott i n der Hoh sei Ehr" (1539), which was an 
adaptation of a "Gloria" (1521+). 
(96. 
"Intercession" (M.H.B.735); composed i n 1865 "by William 
Hutchins Calcott (1807-1882), published i n the English 
Presbyterian "Psalms and Hymns" (1867). The l a s t two 
line s are from " E l i j a h " N0.19. 
CHARLES FRANCOIS GOUNOD was born i n Paris i n 1818; he won the 
Grand Prix de Rome from the Paris Conservatoire i n 1839; he 
resided i n England 1870-1875; and died at St Cloud i n I893. 
His music i s expressively picturesque hut has much pious 
sentimentality - sometimes reaching r e a l pathos, or mystical 
and visionary; at other times pretentious, or sensuous and 
voluptuous. He was a g i f t e d and popular composer whose 
mellifluous melodies were warm and seductive, yet sincere. 
Well-known small pieces are "Nazareth", and the "Meditation" 
("Ave Maria"); the l a t t e r i s 
"a very lamentable piece i n which Bach's f i r s t prelude 
of the Well-tempered Clavier i s mis-used as a harmonic 
background f o r a highly sentimental melody" ( l ) 
His other works include: 
1842 "Requiem Mass" 
1849 "Messe Solennelle" (Birmingham I867). 
1855 "St C e c i l i a Mass" 
I863 "Reine de Saba" 
1882 "The Redemption" (Birmingham). A morbidly mystical 
t r i l o g y ; i t was t h e a t r i c a l , sentimental and immensely 
pOTDular, 
1884 "Mors et V i t a " (Norwich; Birmingham 1885). 
"Gounod" (M.H.B.928). Published i n Barnby's "The Hymnary" 
(1872). I t has a stagnant bass i n the 4th and 5th l i n e s . 
LOUIS SPOHR was another who helped to increase the f a c i l e 
weaknesses of the l a t e r V i c t o r i a n period. He was born at 
Brunswick i n 1784, and died at Cassel i n 1859. His style was 
monotonous w i t h cloying chromatic harmony; i t s sugary 
1) . H.A.D. page 63; f o r a contrary view see "The Choir", 
October 1955, page 181. 
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sentimentality does not bear much r e p e t i t i o n . Among his works 
may be mentioned: 
"Die l e t z t e n Dinge" (Dusseldorf), which was produced 
at Norwich as"The Last Judgment". 
"Des Heilanda l e t z t e Stunden" (Cassel), which was 
produced at Norwich as "Calvary"; several clergymen 
p u b l i c l y protested against i t s performance, but i t 
was repeated i n Norwich and London. 
"The F a l l of Babylon" (Norwich). 
"Spohr" (M.H.B.580). Edward Taylor prepared an English version 
of "Des Heilands l e t z t e Stunde" e n t i t l e d "The C r u c i f i x i o n " , 
but i t was called "Calvary" when given at Norwich; i n i t 
i s a Solo and Chorus: "Though a l l Thy friends prove 
f a i t h l e s s " , from which J.Stimson arranged an anthem to 
the words "As pants the heart" (Psalm X L I I ) ; the opening 
of t h i s anthem has become t h i s hymn-tune. 
"Lebanon" (M.H.B.602); sometimes called "Flensburg". I t i s 
from the Andante i n F of the Quartet i n A Minor by Spohr 
(Op.58, No.2). H.J.Gauntlett arranged i t as a hymn-tune 
i n "The Comprehensive Tune Book" (1851), wherein i t i s 
called "Bedford Chapel". 
Sir Hanry Hadow says^^ that r e l i g i o u s music may have any of 
three f a u l t s : 
1. -Over-emphasis upon technique. 
2. Lack of d i g n i f i e d reverence owing to t h e a t r i c a l i t y . 
3. Enervating sentimentality and f a c i l e prettiness. 
The influence of Spohr, Gounod and Mendelssohn brought out 
the t h i r d of these f a u l t s i n the hymn-tunes of Stainer, 
Sullivan and Barnby. 
Three other foreign tune-writers may be mentioned here: 
CHRETIEN URHAN (1790-181+5) 5 
"Rutherford" (M.H.B.637); f o r the o r i g i n a l see Love,^ 2^ page 289 
1) . I n "Church Music", page 15. 
2) . In "Scottish Church Music". 
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H.C.H. page 202; M.M.H.B. .page 371. 
This tune i s Dr Rimbault's arrangement i n "Psalms and 
Hymns f o r Divine Worship" (1867), from a Collection of 
French Protestant hymns with music: "Chants Chretiens" 
(Paris 1834), wherein i t i s set to Cantique 52, "Eternal 0 raon Dieu 3'implore ta clemence" and assigned to 
Urhan, who has two tunes i n the hook. I t i s too chromatic 
- C.H.Kitson called the tenor of the t h i r d l i n e a "slimy" 
progression. 
CHRETIEN BO ST (1790-1871).) was an evangelical minister i n 
Geneva. 
"Normandy" M.H.B.417) i s Cantique 19j set to "Oui pour son 
peuple Jesus p r i e " , i n "Chants Chretiens" (1833); Bost 
has seven tunes i n the "book. 
BERTHOLD TOURS was "born at Rotterdam i n I838; he came to 
England i n 1861, and was organist at the Swiss Church, 
Holborn. He died at Fulham, London i n 1897.(1) 
He wrote popular Services, anthems and songs, influenced 
by the s t y l e of Gounod. Most of his hymn-tunes were 
published i n Barriby's "The Hymnary" (1872). 
"Tours" (M.H.B.835). Written i n key F i n 1872, published i n 
"The Hymnary" 
"Deventer" (M.H.B.932); w r i t t e n f o r "The Hymnary" (I872). 
WILLIAM STERNDALE BKMUtflT was born i n Sh e f f i e l d i n 1816, the 
son of Robert Bennett who wrote "Hensbury" (M.H.B.104). He 
was a chorister at King's College, Cambridge (1824-1826), then 
studied at the R.A.M. He v i s i t e d Leipzig i n I836, 1840 and 
1842. I n 1837 he became a Professor at the R.A.M., and was 
Professor of Music at Cambridge 1856-1875. I n 1866 he "became 
the P r i n c i p a l of the R.A.M. He was given the degree of Mus.D. 
Cambridge i n 1856, and was knighted i n 1871. He died at St 
Marylehone, Middlesex i n 1&75. 
1). See H.S.B. I I , 3 (July 1948). 
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Bennett admired Mendelssohn, and h i s music was thereby-
influenced, being popular, r e f i n e d , f l u e n t and graceful, 
and showing s k i l l and f a c i l i t y i n form and proportion. 
He helped to b r i n g J.S.Bach's music into England; he 
founded the Bach Society i n lQk9 ( i t was dissolved i n 
1870). I n 1854, with the Bach Society, he conducted the 
f i r s t English performance of the "St Matthew Passion". 
He was the conductor of the Philharmonic Society I856-
1866; and the conductor of the f i r s t Leeds Musical 
F e s t i v a l , i n 1858. His l a s t important composition was 
"The Woman of Samaria" (Birmingham 1876); but the music 
was feeble and conventional, and the work was not 
successful. 
I n 1862/4 he and Otto Goldschmidt (the husband of Jenny 
Lind) published "The Chorale Book f o r England" - the 
musical e d i t i o n of C.Winkworth's "Lyra Germanica". 
"Russell Place" (M.H.B.lU); i n Maurice's "Choral Harmony" (185U). 
I t would be bette r i n k/2 than i n 2/2 time; and the 
crossing of the S. and A. parts at the ends of l i n e s 2 
and h i s most awkward f o r a congregation (which usually 
has no tunebooks, but words only) - na t u r a l l y the higher 
note sounded by the organ i s taken to be the melody. 
HENRY THOMAS SMART (l813-1879) was the nephew of Sir George 
Smart - not his brother as stated by Blom.^^ Af t e r various 
posts as organist he went to St Luke's, Old Street (18M+-186U) 
and to St Pancras Parish Church (1861+-1879). 
At St Luke's he trained his choir to sing e n t i r e l y from 
memory; at St Pancras he had no choir, but a score of 
boys to lead the unison singing of the congregation of 
2000; the Psalms were not sung; but to the Canticles 
and hymns he extemporized an accompaniment of varied 
harmonies f o r the d i f f e r e n t verses. He t o l d J.S.Curwen: 
"When a new tune has to be learnt I generally manage to 
br i n g i t on four consecutive Sundays....The prelude that 
I sometimes play before giving out a tune i s very short; 
never more than three bars."(2) 
There were no congregational practices. He adopted the 
current custom of preludes to the hymn-tunes and i n t e r -
ludes between the verses. On the one hand he considered 
tunes l i k e "Miles Lane" (M.H.B.91) to be vulgar, on the 
other he d i s l i k e d the tunes of J.B.Dykes as being too 
chromatic and effeminate; he preferred the tunes of 
1) . "Music i n England", page 169. 
2) . J.S.Curwen "Studies i n Worship Music" 1st series, page 359« 
( ioo . 
Samuel Wesley and S.S.Wesley. He used a slow tempo for 
hymn-tunes: k5 f o r the "Old 100th", 60 f o r "Hanover", 
saying "fa s t singing i s the essence of v u l g a r i t y " . He 
transposed tunes so that the melody never rose above B. 
F l a t . He extemporized three voluntaries i n each Service. 
I n l a t e r l i f e he "became quite b l i n d . 
His music i s agreeable but not of the highest^ q u a l i t y ; 
his vocal w r i t i n g shows much care f o r proper accentuation. 
He was greatly influenced by Spohr and Mendelssohn. I n 
the preface to his "A Choral Book" (1856) he writes: 
"Many of the melodies have been, probably, much corrupted 
by long use. The extent to which they are impure, however, 
would now be very d i f f i c u l t to ascertain; and I have 
therefore taken the least objectionable versions I could 
procure, that were at the same time at a l l reconcilable 
with the p r e v a i l i n g t r a d i t i o n a l habit of singing them. 
There are also several melodies i n t h i s c o l l e c t i o n of 
which I by no means approve; but since, i n spite of t h e i r 
demerits, i t seems probable that they w i l l always 
continue i n congregational use, I thought i t best to admit 
them - clothed, however, i n such a s t y l e of harmony as 
might, i n some degree, compensate f o r t h e i r o r i g i n a l 
meanness or t r i v i a l i t y of character....Several of the 
tunes are harmonised i n two d i f f e r e n t ways....A few of the 
melodies appear i n unison supported by an independent 
organ p a r t . " 
For the United Presbyterian Church of Scotland he edited the 
music of "The Presbyterian Hymnal" (1877). 
"Regent Square" (M.H.B.12b); i n "Psalms and Hymns f o r Divine 
Worship" (1867). This very good tune may perhaps be 
named from the Presbyterian Church i n London; yet i t should 
be noticed that Smart himself resided i n Regent Square 
while he was organist at St Pancras. 
"Seraphim" (M.H.B.27); i n "Psalms and Hymns f o r Divine Worship" 
(1867). 
"Coldrey" (M.H.B.95); i n "Psalms and Hymns" (I867). 
"Rex Gloriae" (M.H.B.223); i n H.A.M.(1868) 
"Lancashire" (M.H.B.2i+5); set to Heber's "From Greenland's i c y 
mountains" (M.H.B.801) i n Blackburn i n 1835 f o r a Non-
conformist Festi v a l on the tercentenary of the Reform-
ati o n . I n "Psalms & Hymns" (I867). I t uses the V i c t o r i a n 
custom of a p a r t l y stagnant bass, 
"Misericordia" (M.H.B.353); composed f o r t h i s hymn i n H.A.M. 
(1875); a good and shapely melody. 
"Everton" (M.H.B.601); i n "Psalms and-Hymns" (1867). 
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"Nachtlied" (M.H.B.623)J i n "The Hymnary"(1872); i t has a 
stagnant s t a r t * 
"Pilgrims" (M.H.B.651); w r i t t e n f o r t h i s hymn, published i n 
H.A.M. (1868). 
"St Leonard" (M.H.B.818); i n "Psalms and Hymns" (I867). 
"Heathlands" (M.H.B.92U); set to Lyte's "God of mercy" (M.H.B. 
68l) i n ''Psalms and Hymns" (I867); i t i s a very good 
congregational tune. 
"Moseley" (M.H.B.925); i n "The Book of Common Praise" (I876). 
JAMES WALCH (1837-1901) was a pup i l of Henry Smart. Sawley i s 
a v i l l a g e i n West Yorkshire about 12 miles north of Accrington. 
"Sawley" (A.T.9); w r i t t e n i n 1357, published i n 1860. I t i s 
too chromatic. 
EDWARD JOHN HOPKINS was born i n Westminster i n 1818, and was 
a chorister of the Chapel Royal I826-I83U; an organist i n 
London I83U-I8L.3; then he became organist at the Temple Church 
(181+3-1898) J where previously the only music had been a mixed 
quartet for psalm tunes, a l l the rest of the service, being 
said. I n l8i+2 a choral service was established there with 
a surpliced choir of twelve boys and six men. Hopkins was 
a good extempore organist; he received the Lambeth D.Mus. 
i n 1882. He died at Camden Town, St Pancras i n l g o i . ^ 1 ' His 
music was pleasing and melodious. He edited "The Temple 
Choral Service Book" (3 Vols,) which contained some of his 
own tunes and some arrangements. He also edited M.H.B.(I876) 
a f t e r Gauntlett's death; "The Free Church of Scotland Hymnal" 
1). Checked at S.H 
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(1882), "Church Praise" (1882) f o r the Presbyterian Church i n 
England, "The Temple Psalter" (I883), and the "Congregational 
Hymnal" (1887) which was the f i r s t hymribook with tunes published 
"by the Congregational Union. The largest* contributors of i t s 
tunes were E.J.Hopkins and J.B.Dykes. The books c h i e f l y used 
previously by Congregational Churches were Dr Allon's "Con-
gregational Psalmist" and "The B r i s t o l Tune Book" (1863, I876, 
1881). Hopkins has six tunes i n M.H.B. 
"St Hugh" (M.H.B.103); set to Cowper's "There i s a fountain" 
(M.H.B.201) i n R.R.Chope's "Congregational Hymn and 
Tune Book" (1862). The harmony i s rather chromatic. 
"Artavia" (M.H.3.149); w r i t t e n f o r t h i s hymn i n "The Congre-
gational Church Hymnal" (I887). 
"St Raphael" (M.H.B.315)J i n Chope's book (1862) called "St 
Giles", but re-named by Hopkins i n his "Temple Church 
Choral Service" (1867). 
" E l l e r s " (M.H..3.691); a tedious tune with r e - i t e r a t e d rhythm 
and poverty-stricken harmony averaging hardly more than 
one chord i n a bar; published i n Brown-Borthwick's 
"Supplemental Hymn and Tune Book" (3rd e d i t i o n I869). I t 
was o r i g i n a l l y w r i t t e n f o r unison voices with varied 
accompaniment f o r each verse - t h i s form appears i n the 
o r i g i n a l and revised editions of the Baptist Church 
Hymnal and i n the "Public School Hymn Book". Hopkins 
harmonized i t f o r four voices f o r the"Bradford Tune 
Book" (Appendix 1872). Another 4 -part arrangement by 
Sullivan was i n "Church Hymns" (1874) and i n Allon's 
"Congregational Psalmist" (1875;. M.H.B. (1904, liymn 644) 
has a d i f f e r e n t harmony. 
"Children's Voices" (M.H.B.834), composed f o r t h i s hymn i n 
"Church Hymns with Tunes" (1874;. 
"Epiphany" (A.T.31); i n Chope's book (1862), composed f o r 
Heber's "Brightest and best" (M.H.B.122). 
ALEXANDER SAMUEL COOPER (I835-I9OO), a p u p i l of E.J.Hopkins 
and a London organist. 
"Charterhouse" (M.H.B.416) 
( 1 0 3 . 
WILLIAM JACKSON was "born a t Masham, Yorkshire i n 1815 ; i n 
1852 he went t o Bradford and founded a p i a n o f o r t e and music 
"business; he was a church o r g a n i s t and an extremely v e r s a t i l e 
p r a c t i c a l musician. He was chorus-master f o r the t r i e n n i a l 
f e s t i v a l s ; and conductor o f the Bradford Old Choral Society, 
the Bradford F e s t i v a l Choral Society, the Keighley Musical 
Union, the Bradford Choral Union (a male voice c h o i r which 
was d i s s o l v e d i n 1860) and the Bradford O r c h e s t r a l Society. 
His compositions included the o r a t o r i o s : 
"The Deliverance of I s r a e l from Babylon" (Leeds, 18U5) 
" I s a i a h " (Bradford 1 8 5 1 ) . 
He harmonized "The Bradford Tune Book" which was published i n 
I 8 6 3 by Samuel Smith of Bradford (not t o be confused w i t h 
Samuel Smith o f Windsor who composed "Ruth", M.H.B.673). The 
preface says: 
"The congregation should not be content to sing by ear 
alone; there should be constant, u n i t e d , r e g u l a r , p r e -
p a r a t o r y p r a c t i c e . Singing i n harmony should be i n -
c a l c a t e d ; the aim should be t o make our c h o i r s co-
extensive w i t h our congregations; every pew.should be 
a bona f i d e s i n g i n g pew, and every occupant an e f f i c i e n t 
member o f the grand c h o i r . " 
Jackson d i e d i n 1866 i n Bradford and was b u r i e d t h e r e ; and 
has a memorial i n Masham churchyard. 
"Evening Hymn" (M.H.B.938); i n "The Bradford Tune Book" ( 1 8 6 3 ) . 
SAMUEL SMITH was born at Eton i n 1821; was a c h o r i s t e r of 
the Chapel Royal; and from 1861 o r g a n i s t o f Windsor p a r i s h 
church. He di e d at Windsor i n 1917 . He published: 
"Psalms and Chants" ( 1 8 6 0 ) 
"A S e l e c t i o n o f Chants'" ( 1 8 6 5 ) . 
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"Ruth" (M.H.B .673). This tune i s not by Samuel Smith of 
Bradford (as s t a t e d i n Dr J . S u t c l i f f e Smith's " L i f e of 
W i l l i a m Jackson the M i l l e r Musician"). I t was composed 
f o r Monsell's "Earth "below i s teeming" (M.H.B.966) i n 
"A S e l e c t i o n of Psalm and Hymn Tunes" published 
p r i v a t e l y "by Samuel Smith o f Windsor i n 1865 . I t was 
set t o How's "Summer suns" i n Novello's "Parish Choir 
Book" No.521 and i n "Church Hymns" ( I 8 7 U ) . I t has a 
mechanical rhythm, a stagnant "bass and poor harmony. 
ARTHUR SEYMOUR SULLIVAN was "born a t Lambeth, Surrey i n 1QU2; 
"became a Chapel Royal c h o r i s t e r , and won the f i r s t Mendelssohn 
Scholarship i n I 8 5 6 . He st u d i e d a t the R.A.M. and i n L e i p z i g ; 
and was a p u p i l of T.Helmore, J.Goss and W.S.Bennett. I n 
1867 he and S i r George Grove discovered important compositions^ 
of Schubert i n Vienna. He was a Professor a t the R.A.M., and 
received the Mus.Doc. degree from Cambridge i n I 8 7 6 and from 
Oxford i n 1879. He conducted the Leeds F e s t i v a l s i n 1880 and 
I 8 9 8 . He was knighted i n 1883 ; and died a t Westminster, 
London i n 1900 , and was b u r i e d i n St Paul's Cathedral. 
He wrote a score of l i g h t operas between I 8 6 7 and I 8 9 3 , 
many o f which gained b r i l l i a n t success - f o r t h i s was 
the t r u e bent of h i s genius. His sacred music has 
p r a c t i c a l l y f a l l e n out o f use today. Some o f . h i s songs, 
though popular, are extremely weak. 
I 8 6 9 "The P r o d i g a l Son", conducted by hims e l f a t Worcester. 
1873 "The L i g h t o f the World", an i n s i p i d work produced a t 
Birmingham. 
1880 "The Martyr o f A n t i o c h " , at Leeds. G i l b e r t ' s t e x t i s 
based on Dean Milman's poem upon St Margaret (1822). 
"The Musical Times" c r i t i c i s e d , i t f o r i t s lack of con-
t i n u i t y , and i t s s t y l e which v/as too l i g h t f o r i t s 
sacred theme. S u l l i v a n lacked the dramatic power f o r 
the weighty s i t u a t i o n s of t h i s s t o r y - he was much more 
at home w i t h short l y r i c a l numbers. Professor E.Walker 
s a i d the work was m i l d l y pleasant, but a l t e r n a t e d 
between dullness and v u l g a r i t y . 
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1886 "The Golden Legend", "based on Longfellow's t e x t , conducted 
by h i m s e l f at Leeds. I t was considered t o "be g r a c e f u l 
music w i t h rhythmic tunes, s k i l f u l harmony and enjoyable 
choruses; a f t e r f i f t e e n years ( i n 1901) i t was s t i l l 
p r a i s e d "by S i r A.Mackenzie. The chorus "0 gladsome L i g h t " , 
s t i l l sung as an anthem, sounds empty and i n v e r t e b r a t e ; 
and the whole work today seems p r e t e n t i o u s . 
I n lE>7k S u l l i v a n e d i t e d "Church Hymns w i t h Tunes" (S.P.G.K.) 
to which he c o n t r i b u t e d t w e n t y s i x o r i g i n a l tunes and some 
arrangements; i n the preface he w r i t e s : 
"Adaptations from popular works are, as a r u l e , much to 
"be deprecated, as p r e s e n t i n g o r i g i n a l compositions i n a 
garbled form only. But exceptions may o c c a s i o n a l l y be 
made w i t h advantage, and the E d i t o r accepts without 
aziy very grave apprehension, the r e s p o n s i b i l i t y o f such 
an arrangement, f o r instance, as "Come unto Me" (Hymn 
351), the o r i g i n a l melody, which i t c l o s e l y f o l l o w s , 
being so l i n k e d w i t h the f e e l i n g o f the words, t h a t 
separation would seem almost unwarrantable." 
This was an a d a p t a t i o n , i n equal c r o t c h e t s , of Handel's 
a r i a , f o r Dix's hymn (M.H.B.328). 
None of h i s church music i s of the best c l a s s ; i t shows 
p r e t t i n e s s and s u p e r f i c i a l i t y . His r e a l and very considerable 
t a l e n t was i n catchy music, l i g h t and popular, humorous and 
se n t i m e n t a l , g e n i a l but t r i v i a l ; but t h i s i s u n s a t i s f a c t o r y 
i n hymn-tunes. He composed easy-flowing melodies, but h i s 
sacred music i s without d i g n i t y . Among V i c t o r i a n composers 
he was supremely g i f t e d i n secular melodjr combined w i t h good 
harmony and expert o r c h e s t r a t i o n ; and h i s c h o r a l numbers 
were designed w i t h a masterly knowledge of broad e f f e c t s . He 
created a r e a l and l a s t i n g r e v i v a l i n E n g l i s h l i g h t opera; 
but h i s sacred music i s t h i n and sugary and has none of the • 
v i t a l i t y of h i s secular music. He used the repeated note too 
much: "The Lost Chord" r e - i t e r a t e s a note t h i r t e e n times. 
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I n t h i s he shows the i n f l u e n c e of Mendelssohn and G-ounod on 
t h e i r l e a s t s a t i s f a c t o r y side - though h i s "best work shows 
the in f l u e n c e o f Schubert, and even t o some extent of Wagner 
and B e r l i o z . A..T.Davison says:^ 1^ 
" S u l l i v a n confided t o the hymnal and to the c h o i r most 
of the m a t e r i a l he found too a r t i s t i c a l l y impoverished 
to he included i n h i s o p e r e t t a s . " 
I t i s p o i n t e d o u t v ' t h a t t h e ihymnbooks w i t h the more 
advanced t a s t e i n musical standards have l i t t l e iise f o r 
S u l l i v a n , though he i s s t i l l w e l l represented i n the 
V i c t o r i a n type of co m p i l a t i o n : 
"The Church Hymnal f o r the C h r i s t i a n Year" (1917) has 
3k of h i s tunes. 
"The Congregational Hymnary" (1917) has 26 tunes and 5 
arrangements. 
CP. T1951) has 5 tunes and 2 arrangements. 
C.H. (1927) has 17 tunes. 
M.H.8. (1933) has 15 tunes. 
H.A.M. (1950) has 3 tunes and 2 arrangements. 
E.H. has 3 tunes. 
S.P. has one tune. 
He had a b i l i t y f o r e f f e c t i v e o r c h e s t r a t i o n w i t h smooth work-
manship. He had a f e r t i l e and n a t u r a l melodic sense, i s s u i n g 
i n f l u e n t and f i n i s h e d l i g h t music. His vocal w r i t i n g was 
admirable - h i s tunes are simple, l u c i d and elegant, and h i s 
o r c h e s t r a l w r i t i n g shows g a i e t y . To h i s p u p i l s , he gave t h i s 
unexceptionable t e a c h i n g : v / 
"The great f a u l t of modern hymn-tunes i s t h a t they are 
too much i n the character o f part-songs. The f i n e s t 
hymn-tunes are those t h a t are the p l a i n e s t , and f u l l of 
"broad, strong e f f e c t s . A hymn-tune i s not f o r the c h o i r 
hut f o r the congregation, and i t should, t h e r e f o r e "be what 
everyone can s i n g . Congregations do not s i n g i n p a r t s ; 
t h e r e f o r e the melody i s a l l - i m p o r t a n t . Chromatic 
harmonies i n lower p a r t s are weakening and incongruous. 
1) . "Church Music", page 6 l . 
2) . H.S.B. I I , 7 ( J u l y 19^9) 
3) . See "The Musical Herald", December 1, 1900. 
( 1 0 7 . 
Speaking f o r myself, as I get more experience, I f i n d i t 
best not t o do i t . People say t h a t t o w r i t e melodiously 
and simply i s t o pander t o the popular t a s t e . Not so; i t 
i s doing what i s c o n s i s t e n t and r i g h t . Rely f o r e f f e c t 
on good shape of melody." 
"Ever f a i t h f u l " (M.H.B.18); i n "Church Hymns w i t h Tunes" ( 1 8 7 4 ) . 
"Noel" (M.H.B.130); the f i r s t f o u r l i n e s are adapted, the l a s t 
f o u r are o r i g i n a l (though the l a s t two l i n e s i m i t a t e 
the f i r s t Tart, l e a v i n g only l i n e s 5 & 6 o r i g i n a l - and the 
harmonization of the f i r s t f o u r l i n e s ) . See: 
The c a r o l "Dives and Lazarus", a v a r i a n t on the tune of 
the Mummers' Carol "A g l o r i o u s angel from heaven came", 
used i n Sussex a f t e r the p l a y "St George". 
M.H.B.154, "K i n g s f o l d " . 
Bramley and Stainer's "Christmas Carols" 
"Oxford Book of Carols", Appendix. 
Miss Broadwood's "English Country Songs". 
B.C.H.S. page 7 . 
"Valete" (M.H.B.346); i n "Church Hymns" ( 1 8 7 4 ) ; composed f o r 
Faber's "Sweet Saviour, bless us" (M.H.B.692). 
"Constance" (M.H.B.423); i n "The C h r i s t i a n Hymnal" ( 1 8 7 3 ) and 
i n "The New Church Hymn Book" ( 1 8 7 4 ) . 
" I n memoriam" (M.H.B.506); adapted from the opening movement of 
h i s " I n Memoriam Overture", w r i t t e n i n 1866 i n memory 
of h i s f a t h e r . ( O r i g i n a l l y i n key C M a j o r ) . I t was 
arranged f o r t h i s hymn of Lyte's i n H.A.M. ( 1 8 7 5 ) . I t i s 
a monotonous tune, showing cheap s e n t i m e n t a l i t y . 
"Leominster" (M.H.B.542); adapted from a part-song by G.W. 
M a r t i n i n the "Journal of Part Music" ( V o l . I I . I 8 6 2 ) , 
e n t i t l e d "The P i l g r i m Song". This was arranged by 
S u l l i v a n f o r "Church Hymns" ( 1 8 7 4 ) . The melody i s mono-
tonous and the harmony i s f e e b l e . 
"Homeland" (M.H.B.654); S u l l i v a n ' s e a r l i e s t hymn-tune; i n "§ood 
Words" ( 1 8 6 7 ) . 
"Nearer Home" (M.H.B .658). Also c a l l e d "Woodbury", "For ever 
w i t h the Lord", or "Montgomery". Prom the (American) 
"Choral Advocate" ( 1 8 5 2 ) . o r i g i n a l l y i t had a r e f r a i n , as 
i n M.H.B. (1876 hymn 9 4 4 ) . S.P.D. c a l l s i t "a d r e a d f u l 
tune". I t i s S u l l i v a n ' s arrangement of Woodbury f o r t h i s 
hymn of Montgomery's; i t has monotonous melody and weak 
harmony. 
ISAAC BAKER WOODBURY was born i n Beverley, Massachusetts 
i n 1 8 1 9 ; he was a f r i e n d of G-.P.Root and e d i t e d many 
psalmody tune-books. He died a t Columbia, South C a r o l i n a 
i n 1858 (not at Charleston as s t a t e d i n D.A.B.). 
(108 
"Lux E o i " (M.H.B.706); i n "Church Hymns" ( 1 8 7 4 ) . I t has a w e l l -
shaped form and mobile harmony. 
"Coena Domini" (M.H.B.731); i n "Church Hymns" ( 1 8 7 4 ) . 
"St Gertrude" (M.H.B.822); composed for t h i s hymn i n "The 
Musical Times" (December 1 8 7 1 ) ; and i n Barnby's "The 
Hymnary" ( 1 8 7 2 ) . I t makes some s l i g h t use of double 
co u n t e r p o i n t ; b ut i t has too many r e - i t e r a t e d notes and 
the bass i s commonplace. 
"Samuel" (M.H.B.848); composed f o r t h i s hymn i n "Church Hymns" 
( 1 8 7 4 ) i n unison w i t h organ accompaniment. S u l l i v a n wrote 
the 4-part v e r s i o n f o r "The Pr e s b y t e r i a n Hymnal" ( 1 8 7 7 ) . 
"Golden Sheaves" (M.H.B.96k); w r i t t e n f o r t h i s hymn i n "Church 
Hymns" ( 1 8 7 4 ) . 
"Bishopgarth" (M.H.B.964); w r i t t e n f o r W.W.How's Diamond 
J u b i l e e Hymn ( I 8 9 7 ) - as was Burton's hymn (H.H.B .888). 
Bishop How was asked by the Prince o f Wales f o r a hymn 
f o r the s i x t i e t h anniversary o f the Queen's accession; 
S u l l i v a n was asked t o compose the music and wrote t h i s 
tune. I t has weak chromaticisms i n the tenor. The 
f o u r t h note of the melody i n l i n e s 1 , 2 & 4 was o r i g i n a l l y 
F f o r bo t h soprano and a l t o ( n ot A f o r soprano as i n M.H.B.) 
"Safe Home" (M.H.B.977); i n "The Hymnary" ( 1 8 7 2 ) . 
I n "Church Hymns" ( 1 8 7 4 ) S u l l i v a n has arranged "St Ann" 
(M.H.B.878) w i t h a d i f f e r e n t accompaniment f o r each verse; 
and "Commandments" (M.H.B.667) i s arranged as a L.M. i n 
cro t c h e t s throughout. 
HENRY ARTHUR MANN was born at Norwich i n 1850 , where he was a 
cath e d r a l c h o r i s t e r ; he became o r g a n i s t a t Beverley 
Minster i n 1875 , a t King's College, Cambridge ( I 8 7 6 - I 9 2 9 ) 
and t o the U n i v e r s i t y of Cambridge i n I 8 9 7 . . He received the 
F.R.C.O. ( 1 8 7 1 ) . Mus. B. ( 1 8 7 4 ) , Mus.D. (Oxon) i n 1 8 8 2 . 
He e d i t e d the music of "The Church of England Hymnal" 
( 1 8 9 5 ) , and of "Hymns of Prayer and Pr a i s e " ( 1 9 2 1 ) . He 
was an a u t h o r i t y upon the music of Handel and h i s con-
temporaries; f o r v o l u n t a r i e s he p r e f e r r e d Handel, 
Mendelssohn, Rheinberger, Widor and Merkel. 
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He di e d at Cambridge i n 1929 (not i n 1930 as s t a t e d i n M.H.B. 
and M.M.H.B. ) 
"Stanley" (M.H.B.168); w r i t t e n f o r t h i s hymn i n M.H.B. ( I 8 7 6 ) . 
"Lasus" (M.H.B.705); i n "Twelve Popular Tunes " ( l 8 7 U ). The 
l a s t chord i n "bar Ik i s a German S i x t h , not used f o r mod-
u l a t i o n "but f o r harmonic colour only - a t y p i c a l l y 
n ineteenth century d e c o r a t i o n . 
"Nichomacus" (M.H.B.711)I in'"Twelve Popular Tunes". The a l t o 
and "bass are too monotonous and the harmony too chromatic. 
"Angels' Story" (M.H.B.856); composed f o r t h i s hymn i n "The 
Methodist Sunday School Tune Book" (1881). 
"Worship" (M.H.B.862); w r i t t e n f o r the "Methodist School Hymnal" 
( 1 9 1 0 ) . 
Other c o n t r i b u t o r s of t h i s p e r i o d to M.H.B. included t h r e e 
eminent c h o r a l conductors and educators, who were great 
pioneers i n s t i m u l a t i n g singing-classes throughout Great 
B r i t a i n : J.Mainzer, J.P.Hullah and H.Coward; and the 
f o l l o w i n g , whom i t i s unnecessary t o t r e a t here i n any 
f u r t h e r d e t a i l , because t h e i r c h a r a c t e r i s t i c s are the 
same as have already been d e a l t w i t h i n the previous 
d i s c u s s i o n i n t h i s chapter:- P.C.Atkinson, J.M.Bell, T. 
Bairstow, P.G.Baker, E.Barker, O.R.Barnicott, J.B.Birkbeck, 
G. P.Blanchard, T.Blockley, W.Blow, E.Booth, W.Boyd, J.C.B 
Bridge, E.W.Bullinger, W.H.Cooke, J.W.David, R.W.Dixon, 
S.J.P.Dunman, R.H.Earnshaw, J . W . E l l i o t t , A.Ewing, C.Garbutt 
S.Grosvenor, W.H.Hart, G.Herbert, P.A.J.Hervey, H.J.E. 
Holmes, P.E.W.Hulton, W.Hurst, G.Jefferson, J.P.Jewson, 
J.D.Jones, S.P.Jones, C.W.Jordan, J.Langran, H.T.Leslie, 
W.Lloyd, G.A.LdJhr, C.H.Lovett, W.D.Maclagan, J.McMurdie, 
P.O.Maker, G.W.Martin, T.R.Matthews, J.H.Maunder, R.Mellor, 
H. L.Morley, J.Mountain, R.W.Newman, A.Northrop, E.J.Orchard 
W.Owen, A.L.Peace, C.H.Perrot, E.V.Pieraccini, W.Pitts, 
C.H.Purday, W.Sandys, C.C.Scholefield, J.H.Sheppard, 
W.Smallwood, H.P.Smith, W.A.Smith, J.Summers, J.F.Swift, 
J.F.Thrupp, M.Tiddeman, A.E.Tozer, E.C.Walker, T.Wallhead, 
W.Youens. 
There are also some two dozen tunes i n M.H.B. from t h i s 
p e r i o d which are anonymous; they are n e a r l y a l l of poor 
q u a l i t y , being e i t h e r j i n g l i n g and j e r k y , or weak and 
i n s i p i d ; some are "gospel" d i t t i e s w i t h choruses, from 
America. 
(110 
I I I . THE MORE SOPHISTICATED TUNE-WRITERS. 
The more c u l t i v a t e d and educated type o f hymn-tune 
composer tended during t h i s p e r i o d to produce r a t h e r s t a i d 
tunes w i t h s y l l a b i c notes and somewhat square rhythm; these • 
had good melody and sober harmony, s t i l l s i m i l a r t o the o l d 
psalm-tune. The aims advocated by some, f o r improving church 
p r a i s e , were: t h a t congregational p r a i s e should be i n unison, 
the melody c l e a r and d i s t i n c t , the compass -within easy vocal 
l i m i t s ; and t h a t m e t r i c a l psalm-tunes should be i n common 
time (as being more solemn than t r i p l e t i m e ) . These were set 
f o r t h i n the p e r i o d i c a l "The P a r i s h Choir" (181+6-18^9). 
The names of the Wesley f a m i l y are as confusing as those o f 
the Bach f a m i l y ; the f o l l o w i n g may be mentioned here: 
( I l l 
BARTHOLOMEW WESLEY. Rector of Charmouth i n Dorset i n 
161+0, and of Catherston c.l650. 
His son JOHN was educated a t Oxford and "became V i c a r of 
Winterborn. They "both "became Nonconformists and were 
ej e c t e d i n 1662. 
John's son SAMUEL was educated a t Exeter College, Oxford 
(1683). He p r e f e r r e d the Church of England t o Noncon-
f o r m i t y and "broke away from h i s f r i e n d s who were 
Dissenters. He used much tobacco and snuff - but h i s 
son John ( f a t h e r of Methodism) wrote: "Use no tobacco -
i t i s an uncleanly and unwholesome s e l f - i n d u l g e n c e . Use 
no s n u f f . " He p r o h i b i t e d i t t o h i s preachers; and 
John's nephew SAMUEL ( t h e musician) wrote verses against 
s n u f f - t a k i n g . The fi r s t - n a m e d SAMUEL was born i n 1662, 
took h i s M.A. a t Oxford, and became Rect6r o f Epworth; 
he died i n 1735» Some of h i s verses were included by 
h i s sons John and Charles i n t h e i r f i r s t volume of 
"Hymns and Sacred Poems", such as "Behold the Saviour 
of mankind" (M.H.B.193). Samuel contended a l l h i s l i f e 
t h a t a man ought not t o enter the m i n i s t r y u n t i l he had 
made a study of music, and was i n some measure prepared 
t o i n s t r u c t h i s people i n i t . He had nineteen c h i l d r e n , 
i n c l u d i n g : 
SAMUEL WESLEY. M.A. ( I 6 9 O/I - 1739), who was a High 
Churchman and a headmaster a t B l u n d e l l ' s School, T i v e r t o n . 
W h i l s t he was a p u n i l at Westminster School, h i s f a t h e r 
(Samuel of Epworth} wrote t o him: 
" I hope you understand the Cathedral Service - I 
mean, understand what they sing and say. I f we do under-
stand the s e r v i c e , and go along w i t h i t , we s h a l l f i n d 
Church music a great help t o our devotion. We are not 
to t h i n k God had framed man i n v a i n an harmonious creature 
and s u r e l y music cannot be b e t t e r employed than i n the 
service and praises of Him who made both the tongue and 
the ear." 
JOHN WESLEY M.A. (1703-1791), the f i f t e e n t h c h i l d , and 
the f a t h e r of Methodism. 
CHARLES WESLEY M.A. (1707/8 - 1788); the t h i r d and 
youngest son, and the hymn-writer. He had eig h t c h i l d r e n , 
i n c l u d i n g the two musicians CHARLES (1757-1831+) and 
SAMUEL (1766-1837). 
This Samuel's c h i l d r e n included CHARLES WESLEY D.D., 
Sub-Dean of the Chapel Royal; ELIZA WESLEY, or g a n i s t a t 
two churches, and SAMUEL SEBASTIAN WESLEY (1810-1876). 
( 1 1 2 . 
A r e l a t i v e , GARRETT COLLEY WELLESLEY ( 1 7 3 5 - 1 7 8 1 ) was 
Professor of Music a t D u b l i n ; he "became the E a r l of 
Mornington i n 1760 . c f . M.H.B.Chants 2k & 4 5 . 
Another connected r e l a t i o n w i t h the Wesleys was the 
Revd. S i r F r e d e r i c k A. Gore-Ouseley, Professor of Music 
a t Oxford, and founder of St Michael's College, Teribury. 
CHARLES WESLEY? the elde s t son of the hymn-writer, was "born a t 
B r i s t o l i n 1757 . Before he was aged t h r e e , he could p l a y any 
tune he heard, i n j u s t time, on the harpsichord, adding a 
c o r r e c t "bass t o i t . He "became an e x c e l l e n t performer on both 
organ and harpsichord. He and h i s b r o t h e r Samuel were the most 
remarkable musical p r o d i g i e s of the eighteenth century. They 
gave annual S u b s c r i p t i o n Concerts a t t h e i r f a t h e r ' s house i n 
Marylebone from 1778/9 u n t i l 1 7 8 5 , i n which they themselves 
were the c h i e f performers, p l a y i n g organ duets and other music. 
The concerts were attended by Church d i g n i t a r i e s and by the 
t i t l e d rank and f a s h i o n of the day. The music included t h e i r 
own o r i g i n a l compositions, and works by Handel, C o r e l l i , 
Geminiani and S c a r l a t t i . This venture caused some alarm i n 
Methodism, and t h e i r uncle John went i n f u l l c anonicals, on 
thr e e occasions, t o see and hear f o r h i m s e l f . He records: 
" I spent an agreeable hour at my nephews', b u t I was a 
l i t t l e out o f my element among l o r d s and l a d i e s . I love 
p l a i n music and p l a i n company best." 
Charles f r e q u e n t l y played the organ and harpsichord before 
George I I I a t Windsor - p r a c t i c a l l y always Handel's music, t o 
which the k i n g was very devoted; and Samuel played there once. 
But t h e i r f a t h e r desired t h a t they should not o b t a i n Court 
preferment, so Charles j u n i o r d e c l i n e d the p o s i t i o n o f o r g a n i s t 
at St George's Chapel, Windsor; he went also t o pl a y before 
the k i n g a t Buckingham Palace. L a t e r , the Wesleys 
Two of Charles Wesley's set of s i x hymn-tunes for 
Lady Huntingdon. 
No. I I I . (cpw. "Luckington" H. H. B.5b. ) 
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( 1 1 3 
acquired Handel's own harpsichord. Charles j u n i o r was a Handel 
e n t h u s i a s t , h u t , u n l i k e h i s b r o t h e r Samuel, was not i n t e r e s t e d 
i n J.S.Bach. Their f a t h e r decided t h a t h i s some should adopt 
music as a p r o f e s s i o n , and De Quincey says t h a t they ranked 
f o r many years as the c h i e f o r g a n i s t s i n Europe. But Charles 
was aged f i f t y n i n e before he obtained a permanent organ p o s t ; 
he was refused the p o s i t i o n o f o r g a n i s t a t St Paul's Cathedral, 
because o f the p r e j u d i c e a t t h a t time against h i s f a m i l y name. 
He became or g a n i s t a t several London churches; and d i e d , a 
bachelor , i n London i n I 8 3 U . 
John Wesley's "Sacred Harmony" ( 1 7 8 0 ) had 152 tunes, 
Charles j u n i o r e d i t e d a rev i s e d issue i n 1 8 2 1 / 2 , o m i t t i n g 
Ch^i'isom^uunwortnyttunes, and adding a f i g u r e d bass throughout. 
The preface deplores t h a t the melodies i n "Sacred Harmony" 
have f a l l e n i n t o disuse and t h e i r place taken by l i g h t 
and vulgar compositions, S i m p l i c i t y and g r a v i t y ought t o 
be p r e f e r r e d , not complex and noisy music. 
Charles Wesley has two tunes i n M.H.B. ( 1 9 3 3 ) : 
"Berkshire" (US) - not by Samuel Wesley as p r i n t e d i n 
some e a r l y e d i t i o n s o f M.H.B. I t appeared i n "The Psalmist, 
a c o l l e c t i o n o f Psalm and Hymn Tunes" ( 1 8 3 5 - 1 8 U 3 ) , where 
i t i s c a l l e d " L e icester". The e d i t o r was Vincent Novello. 
"Berkshire" i s the f o u r t h of a set o f "Six Hymns", 
composed at the request of Lady Hintingdon; i n two p a r t s 
( f i g u r e d ) . Hymn I I I o f the group i s set t o M i l t o n ' s 
v e r s i o n of Psalm LXXXI - i t s f i r s t f o u r bars have the 
same melody as "Luckington" (M.H.B.5b). See Music Example 
page 112a . 
"Epworth" ( o r i g i n a l l y c a l l e d "Loughton"); i n Part I I I 
o f "The Psalmist", published i n I 8 3 8 . I n M.H.B.366 t h i s 
tune of Charles Wesley i s as arranged by h i s b r o t h e r 
Samuel. ( 1 ) 
1 ) . See S.P.D. page 137 
( 1 1 4 . 
SAMUEL WESLEY? younger son of the Revd. Charles Wesley, was 
horn i n B r i s t o l i n 1766 . When aged seven he played o c c a s i o n a l l y 
f o r the service at St James's Pa r i s h Church, B r i s t o l . Before 
he was aged f i v e , he learned words by por i n g over Handel's 
o r a t o r i o "Samson", and by t h i s time he knew a l l the a i r s , 
r e c i t a t i v e s and. choruses of "Samson" and "Messiah", both 
words and music. He wrote two o r a t o r i o s : "Ruth" when aged 
e i g h t (which was h i g h l y commended lay Dr Boyce), and "The 
Death of Abel" a few years l a t e r - they were at l e a s t as good 
as the work of most of h i s adult contemporaries. I n h i s 
'teens he gained d i s t i n c t i o n as an extemporaneous performer 
upon the organ and p i a n o f o r t e , and was also a good v i o l i n i s t . 
He l i v e d f o r a time i n B r i s t o l and i n Marylebone. I n 1787 an 
ac c i d e n t a l f a l l i n t o a s t r e e t excavation a f f e c t e d h i s nerves 
and h e a l t h through severe concussion and i n j u r y t o h i s s k u l l , 
l e a v i n g him w i t h e r r a t i c and ec c e n t r i c h a b i t s ; he s u f f e r e d 
from despondency and i n s t a b i l i t y f o r some seven years. He had 
a long s t r u g g l e against i l l n e s s , d i s t r e s s and poverty; he 
developed personal i d i o s y n c r a c i e s and was very outspoken; 
o f t e n he clashed w i t h the c l e r g y . He was a strenuous worker, 
but he hated and despised the teaching o f music as a pr o f e s s i o n 
- he would have p r e f e r r e d a l i t e r a r y career. He was the best 
E n g l i s h o r g a n i s t o f h i s day, being e s p e c i a l l y u n r i v a l l e d as a 
b r i l l i a n t improvisor; he excelled w i t h the fugues of Handel 
and Bach. He died a t I s l i n g t o n i n I 8 3 7 - not i n 1834 as st a t e d 
i n H.A.M. ( 1 9 0 9 ) ; 1834 was the date of the death of h i s b r o t h e r 
Charles. 
Hymn 1. The Invitation. Handel 
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Hymn 2 . Desiring to Love. Handel. 
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Hymn 3 . On the Resurrection. Handel. 
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I n 1811 he was conductor and solo organist at the 
BBirmingham F e s t i v a l , which included "Messiah", "The 
Creation" and his own organ concerts. 
Church music received no encouragement from the Church 
at that period; and his works were l e f t i n neglect. He 
was never offered any permanent organ appointment u n t i l 
quite l a t e i n l i f e , although he and his "brother were 
the greatest organists of t h e i r time; f o r a period he 
was deputy organist at Bath Abbey, and when aged f i f t y -
eight he held a poor po s i t i o n as organist i n Camden 
Town, which he held f o r six years. He opened many 
organs with r e c i t a l s , and was s o l o i s t and accompanist 
at oratorio and other concerts at Convent Garden, 
including the second performance i n England of "The 
Creation" (1800). 
In 1826 he discovered three o r i g i n a l hymn-tunes i n Handel's 
own hand, i n the F i t z w i l l i a m Museum at Cambridge, a l l set to 
the words of his father Charles Wesley: 
Words: l ) . "Sinners, obey the Gospel-word" (M.H.B.326). 
2) . "0 Love Divine, how sweet Thou a r t " (M.H.B.i43U). 
3) . "Rejoice, the Lord i s King" (M.H.B.2U7). 
Tunes: Origina l T i t l e . Modern T i t l e . 
I n M.H.B. 2kl, the crotchet i n the penultimate l i n e of the 
melody should be E, not F. (This mistake occurs also i n 
$.H.B. (1876 & 190k); and the l a s t two notes of the 
f i r s t bar of the l a s t l i n e should be minim and crotchet 
(not two minims). 
The Music Examples, (pages llUa-lll+c) are from: 
The F i t z w i l l i a m Music, never published. Three Hymns, 
The Words by the la t e Revd. Charles Wesley, A.M. of 
Christ Church College, Oxon; and Set to Music by George 
Frederick Handel, f a i t h f u l l y transcribed from his 
Autography i n the Library of the F i t z w i l l i a r a Museum, 
Cambridge, by Samuel Wesley. 
These three tunes were published i n 1827, and l a t e r 
were included i n the "Companion to the Methodist Hymn 
Book"; a l l are i n Mann's "Church of England Hymnal". 
In 1793 Samuel Wesley married Charlotte Louisa Martin; but a 
The I n v i t a t i o n 
Desiring to Love. 
The Resurrection. 
Cannons (E.H.66). 
F i t z w i l l i a m . 
Gopsal (M.H.B.2k7) 
few years l a t e r they were l e g a l l y separated. They had three 
( 1 1 6 . 
children: Charles, John William and Emma Prances. Some six 
years a f t e r his separation, Samuel Wesley made an i l l e g a l 
union with his housekeeper, Sarah Suter; among his children 
"by her were Samuel Sebastian Wesley,-Robert Glenn (organist 
at City Road Wesleyan Chapel, London), Matthias Erasmus 
(Treasurer of the College of Organists), and Eliza (organist 
at two churches). He died i n 1837 i n Clerkenwell and was 
"buried, where his parents, s i s t e r and "brother had "been, i n 
the graveyard of Marylebone Church. 
In I83L1., at the Concert of the Sacred Harmonic Society, 
he accompanied the anthem " A l l go unto one place" which 
he had composed upon the death of his "brother Charles. 
I n I 8 3 6 he contributed to the f i r s t number of "The 
Musical World" an a r t i c l e e n t i t l e d "A Sketch of the 
state of Music i n England, from the year 1 7 7 8 up to 
the present time". Among his Church music are many f i n e 
anthems, motets, antiphons, Masses and Services f o r 
both the Anglican and Roman r i t e s . He was attracted to 
early Church music, especially the Gregorian, and was d i s -
s a t i s f i e d with the simple music of the Methodist chapels; 
he was a great advocate f o r a f u l l choral Service; he 
often deputised f o r his f r i e n d T.Attwood at St Paul's • 
Cathedral. His own compositions were creative and 
o r i g i n a l , especially his choral work. 
I n 1 8 2 6 / 7 he gave a series of Lectures, i n the course of which 
he said: 
Frequently the Vicar or Rector of a parish (who i s so 
f a r from being either a judge or a loer of music, 
considers i t only as an expensive noise) assumes supreme 
authority over the arrangements of the organist, and 
exacts from him passive obedience and non-resistance. He 
often prescribes (and sometimes proscribes) the Voluntaries, 
directs t h e i r s t y l e , and l i m i t s t h e i r duration. I know an 
instance of a minister peremptorily declaring that the 
organist should on no pretence whatever draw more than a 
cer t a i n number of stops; and another where an organist of 
consummate judgment, and of the highest c e l e b r i t y , was 
warned not to exceed one minute and a h a l f i n the length 
of his voluntary. 
By Church Music I mean ce r t a i n musical sounds applied to 
sacred words, having always reference to the Adoration'of 
the Supreme Being, to His A t t r i b u t e s , to Religious 
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Truths, or to our own future state of existence. I t s 
construction and manner of introduction i n t o public 
performance w i l l "be considered "by a r e f l e c t i n g mind as 
no t r i f l i n g subject of discussion. Let grand sacred 
music "be performed always i n a d i g n i f y i n g manner, and i n 
a splendid one wherever possible. Let no musical 
nonsense be interspersed, nothing unworthy of the 
Sanctuary. No "ballad tunes with sacred words to make 
them pass f o r Solo Anthems. I n short, to quote that 
excellent advice of the Apostle, Let a l l things he done 
decently and i n order. 
(Neither of these points has l o s t i t s pertinence, even today), 
ijr ' 1828 he published: 
Original Hymn Tunes, adapted to every metre i n the 
c o l l e c t i o n by the Rev.John Wesley, A.M. Late Fellow of 
Lincoln College, Oxford. Newly composed and arranged 
f o r Pour Voices, with a separate accompaniment f o r the 
organ or piano f o r t e , by Samuel Wesley. 
I t s Preface includes the fol l o w i n g : 
The old Version of the English singing Psalms, composed 
by Thomas Sternhold, John Hopkins and others of the same 
Date, extends only to six Metres; and i t i s needless to 
animadvert on the homeliness of t h e i r V e r s i f i c a t i o n , 
which has been long j u s t l y branded as pure Doggerel. Take 
the f ollowing Specimen from the 50th Psalm, 5th Verse (i+th 
l i n e ) . 
Bat I the Flesh 
of great Bulls and Bullocks? 
Or drink the Blood 
of Goats or of the Flocks? 
Offer to God 
Praise and hearty Thanksgiving, 
and pay thy Vows 
Unto God e v e r l i v i n g . 
What i s termed the new Version, "by Tate and Brady, has 
also six Metres, and contains some hundreds of Lines, more 
approximating towards Poetry than the other, "but yet every 
good Judge of i t w i l l f rankly own, that the Majority of the 
Verses i s poor, f l a t , and prosaic. 
Then he quotes from John Wesley's Preface to his "Selection 
of Hymns", and continues: 
I t occurred to my Mind long ago that a Set of Tunes 
appropriate to a l l the several Metres, (which amount to 
twenty six i n t h i s excellent and valuable Collection) 
has h i t h e r t o been wanting. The l a t e Charles Frederick 
Lampe, a Native of Germany, and an accomplished Musician, 
at the S o l i c i t a t i o n of my Father, the Revd. Charles 
Wesley, who had an extreme regard f o r him, furnished an 
admirable Set of Tunes, f i t t e d to several of the,Metres, 
(117a. 
Samuel Wesley(l766-1857). 
I quote nine of his- tunes which may be compared with 
those i n M.H.B. 
, "Ridge", set to WattB 1s "Gome ye that love the Lord"(M. H. B. 
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Bamuel Wesley(l828^: '*Lo> He comes with clouds descending" 
(concluded). 
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Samuel Wesley's tune f o r "Come, Holy Ghost, a l l 
quickening f i r e " by Charles (or John) Wesley (M.H.B.553) -
instead of "Tarsus" by Goes - i s as follows (since the 
words are not included here, I have added some slurs as 
suggested by them). ^,— x 
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Samuel Weeloy'e tune to Charles Wesley's '.bove ai v i n e t a l l loves excelling"(M.H.B.431). 
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Samuel Wesley's tune to "Love divine"(continued). 
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Samuel Wesley's tune to "Gome, and l e t us sweetly j o i n " 
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Samuel Wesley's tune f o r *Come, Thou everlasting S p i r i t " 
(continued). 
Samuel Wesley's tune to Chart EH WUHIH^'F. "VK nm'¥HHl.fl of 
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and which i n the Author*s Time were i n high Estimation 
and general Use, 
Probably a Portion of them may yet he occasionally sung 
i n some of the various Congregations; hut I rather 
believe, that the greater Part of them has grown into 
Disuse, and very i n f e r i o r Strains substituted and 
practised i n t h e i r Stead. 
I n the Time of Lampe, (the excellent Composer before 
mentioned) i t was not a customary Practice f o r an 
English Congregation to sing Psalms or Hymns i n separate 
Parts, but almost always i n Unison only; Since which, 
the C u l t i v a t i o n of the Harmony united with the Melody 
has been gradually increasing: I have accordingly set 
the l a t t e r i n four parts, s u i t i n g the several Divisions 
of the human Voice; v i z : Treble, high Tenor, lower Tenor 
and Bass; and have employed only the G and P cl e f s 
throughout, which are uni v e r s a l l y known to a l l who can 
read Music; excluding altogether the C Clefs1;:; which are less so. & 
When the l a t e Joseph Haydn (one of the b r i g h t e s t 
Luminaries i n our musical Hemisphere) happened to be 
present i n St Paul's Cathedral, during the Service 
annually performed at the Meeting of the several Charity 
Schools, he was heard to declare, that he had "never 
witnessed Effects of the simple sublime i n Music, equal 
to those of that vast Multitude of Voices singing 
together i n Unison". 
I n Conclusion, l e t me be permitted to observe, that i n 
the following Collection of o r i g i n a l Melodies, there 
w i l l be found neither a fa s t i d i o u s A f f e c t a t i o n of 
Novelty, nor a pedantic Display of Science; no Attempt 
to seduce Attentio n from the Expression of the Melody 
by chromatic or eccentric Harmony; the primary and grand 
Aim has been to produce universal U t i l i t y i n the 
Advancement and Encouragement of devotional Singing i n 
a S t i l e p e r f e c t l y easy to a l l who can a t t a i n the Intervals 
of a common Psalm Tune. 
This book had t h i r t y - e i g h t tunes. He was p a r t i c u l a r about the 
correct accent being given to the words, and i n some tunes he 
has added, at the end, a l t e r n a t i v e bars of music, to su i t the 
varying accent of the d i f f e r e n t verses. See Music Example, 
pages 117a-117f). 
He has two tunes i n M.H.B.: 
"Ridge" (M.H.B.U10); from his "Original Tunes" (1828). 
"Doncaster" (M.H.B.685); o r i g i n a l l y called "Bethlehem". Prom 
his "Original Tunes", and i n J.B.Sale's "Psalms and Hymns 
f o r the service of the Church" (1837). 
(119. 
Samuel Wesley had been led towards J.S.Bach's music by 
G.F * Pinto (1785r-l806) and by an essay by A.F.C.Kollmann; 
he promoted the l a t t e r * s somewhat poor t r a n s l a t i o n 
into English, of Forkel's " L i f e of Bach". S.Wesley waB 
one of the f i r s t Englishmen to r e a l i s e Bach's greatness; 
and although he d i d not under-rate Handel, he furthered 
Bach's music i n t h i s country against the current apotheosis 
of Handel. He gave many concerts a t the Surrey Chapel, 
which included much of J.S.Bach's music. 
In 1878 William Reeves published twentyfour "Letters of 
Samuel Wesley to Mr Jacobs, organist of Surrey Chapel, 
r e l a t i n g to the introduction into the country of the 
works of J.S.Bach, edited by h i s daughter E l i z a Wesley." 
These l e t t e r s were written over twenty years before 
Mendelssohn's f i r s t v i B i t to England - though Mendelssohn 
has been credited with i n i t i a t i n g the Bach r e v i v a l - and 
forty years before the Bach Society was founded. From 
1808 Jacob helped S.Wesley i n t h i s movement. Another 
helper was K a r l F r i e d r i c h Horn who was born i n Saxony i n 
1762; he s e t t l e d i n London, became organist at St George's, 
Windsor i n 1823, and died there i n 1830. He gave S ..Wesley 
a copy of Bach's "Wohl-temperirtes K l a v i e r " , and j o i n t l y 
they published an English edition (1810-1813), and 
arrangements of Bach's organ t r i o s . I n 1812 S.Wesley playec 
the whole of the Forty-eight Preludes and Fugues at one 
s i t t i n g ; i t was a t h i s "Musical Morning Party" i n Hanover 
Square that the five-part motet "Jesu, meine Freude" was 
f i r s t sung i n England; and he advocated the tuning of 
keyboard instruments to Equal Temperament. 
SAMUEL SEBASTIAN WESLEY, the eldest of the three children of 
Samuel Wesley and Sarah Suter, was born i n London i n 1810. He 
became a chorister of the Chapel Royal, and during h i s 'teens 
was organist i n three London churches. In 1832 he became 
organist a t Hereford Cathedral; he conducted the "Three Choirs" 
F e s t i v a l at Worcester i n 1833 and a t Hereford i n 1831*.. He 
married the s i s t e r of the Dean of Hereford i n I 8 3 5 , i n which 
year he became the organist a t Exeter Cathedral. In 1842 he 
was appointed organist at Leeds Parish Church, where he 
established a f u l l d a i l y choral service. In 1843 and 1849 he 
o f f i c i a t e d a t the Birmingham F e s t i v a l . I n 1849 he became 
organist a t Winchester Cathedral, and from 1850 at Winchester 
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College. I n 1865 he became organist at Gloucester Cathedral. 
He conducted the "Three Choirs" Festivals i n 1865, 1868, 1871 
and I87U (but he was not a good conductor). I n 1875 he was 
organist at the Worcester F e s t i v a l . From 1873 he received 
an annual C i v i l L i s t pension; he died at Gloucester i n I876 
and was buried at Exeter. The centenary of h i s b i r t h was 
celebrated i n Westminster Abbey by a memorial service on June 
29, 1910, at which eight of his anthems were sung. 
He. was eccentric and reserved, yet kind and sympathetic. 
He was opposed to the Tonic Solfa system, and also to 
Gregorian chant. His church music seemed to his con-
temporaries to be so o r i g i n a l as to go beyond the bounds 
of propriety. His massive s t y l e , with o r i g i n a l 
modulations, was looked at askance by W.Crotch and W.H. 
Havergal; but he set a new d i r e c t i o n i n church composition. 
He was famous f o r his marvellous extempore playing -
a f t e r the psalms, before the anthem, and at the end of 
the service; he executed masterly improvisations with 
adventurous harmonic developments. He was the foremost 
English organist of his day, the f i n e s t exponent of 
organ-playing and the best composer of church music; but 
he was ignored by his e c c l e s i a s t i c a l employers. E.H. 
Fellowes estimated him to be the greatest English musician 
between Purcell and Elgar; and C.V.Stanford refers to the 
great g i f t s of the Wesleys and t h e i r r i g h t to a prominent 
place i n the h i s t o r y of the nineteenth century: ( 1 ) 
"Musicians have too long ignored t h e i r influence upon the 
modern renaissance i n England, of which they were as 
undoubtedly as they were unconsciously the forerunners. 
The genuine English school, to which they gave the 
strongest impulse since P u r c e l l , bears upon the face of 
i t the impress of t h e i r incentive." Soon a f t e r the mid-
century, a weekly choral Eucharist spread over the 
country, and there began a marked r e v i v a l i n the music 
of parish churches; yet the standards of taste were poor, 
represented "by the weak and sentimental imitators of Gounod 
and Spohr. S.S.Wesley brought the choir from the west 
gal l e r y to the chancel, with surplices, and trained boys 
f o r his Anglican chants. 
1 ) . Stanford: "Studies and Memories", page 208. 
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He was a master of cathedral music and the protagonist f o r i t s 
reform, f i g h t i n g f o r high ideals against much apathy and 
o f f i c i a l s t u p i d i t y , and much opposition from vested i n t e r e s t s . 
He wrote and spoke i n advocacy of the res t o r a t i o n of the 
intentions of founders, and the reform of musical conditions 
i n cathedrals - conditions which began to improve, p a r t l y as 
a re s u l t of his a g i t a t i o n , and p a r t l y as a r e s u l t of the 
Oxford Movement. He had many quarrels with deans'and chapters 
on behalf of the improvement of choral establishments, and 
was vigorous f o r the removal of abuses. I n 181+1+ he lectured 
on Church Music at the Liverpool Collegiate I n s t i t u t e . In 
the Preface to his "Service i n E" (181+5), e n t i t l e d "The 
English Cathedral Service, i t s Glory, i t s Decline, and i t s 
designed E x t i n c t i o n " , he considers that i t i s not s u f f i c i e n t 
f o r a cathedral organist to have been a choirboy or deputy 
organist: he must know something of the higher departments of 
musical science. Lay choristers should give more att e n t i o n to 
s e l f - c u l t u r e , and the musical taste of the clergy must be 
improved. In 181+9 he published: 
"A Few Words on Cathedral Music and the Musical System 
of the National Church, with a Plan of Reform." 
In t h i s he says: 
No cathedral possesses a competent musical force; none 
have s u f f i c i e n t singers f o r a d a i l y antiphonal service. 
The clergy are the irresponsible directors of cathedral 
music, and the highest order of musical professors are 
never consulted. Cathedral music suffered through the 
tyranny of Henry V I I I , then through the spoliations of 
the P u r i t a n i c a l clergy who preferred sermons to singing 
(122 . 
(except f o r metrical psalms which were l i n e d o u t ) ; 
during the C i v i l War and Commonwealth, organs and choir 
music were destroyed. The plan should provide f o r 
s u f f i c i e n t choirraen with adequate stipends, who should he 
required t o attend rehearsals. 
I t i s necessity, not choice, that has driven our f i n e s t 
musicians to compose for the theatre, or to occupy t h e i r 
time i n t i i i t i o n , as affording the most l u c r a t i v e r e t u r n , 
instead of giving t h e i r a t t e n t i o n more immediately to 
what is known to be a higher department of the a r t , i . e . 
ec c l e s i a s t i c a l music. Each cathedral should have i t s 
musical copyist. 
Painful and dangerous i s the p o s i t i o n of a young musician 
who, a f t e r acquiring great knowledge of his a r t i n the 
Metropolis, joins a country cathedral. At f i r s t he can 
scarcely believe that the mass of error and i n f e r i o r i t y 
i n which he has to p a r t i c i p a t e i s habitual and irremediable 
He thinks he w i l l soon reform matters, gently, and 
without giving offence; but he soon discovers that i t i s 
his approbation and not his advice that i s needed. The 
choir i s "the best i n England" (such being the b e l i e f at 
most cathedrals), and, i f he give trouble i n his attempts 
at improvement, he would be, by some Chapters, at once 
voted a person with whom they "cannot go on smoothly", 
and "a bore". He must learn to t o l e r a t e error, to 
s a c r i f i c e p r i n c i p l e , and yet to indicate, by his outward 
demeanour, the most perfect s a t i s f a c t i o n i n his o f f i c e , 
i n which, i f he f a i l , he w i l l assuredly "be worried and 
made miserable. I f he resign his s i t u a t i o n , a hundred 
less scrupulous candidates soon appear, not one of whom 
feels i t a shame to accept o f f i c e on the terms, and his 
motives being either misunderstood, or misrepresented 
w i l f u l l y , or both, no p r a c t i c a l good results from the 
step. The i l l u s i v e and fascinating e f f e c t of musical 
sound i n a Cathedral unfortunately serves to blunt 
c r i t i c i s m , and casts a v e i l over defects otherwise un-
bearable. No coat of varnish can do f o r a picture what 
the exquisitely reverberating q u a l i t i e s of a Cathedral 
do f o r music. And then, the organ. What a multitude of 
sins does that coyer." ( l ) 
In t h i s Plan he suggests that the minimum number of lay 
singers at one Cathedral should be f i x e d at twelve, with the 
addition of a few competent volunteer members. He considers 
i t absolutely necessary that there should be a Musical College 
). S.S.Wesley: "A Pew Words...." ( l8 i+9) . Reprint by Hinrichser 
Edition Limited, pages 5 , 1 0 - 1 2 , 30 -31 , 5b-57 , 68 , 7 2 . 
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f o r the e f f i c i e n t t r a i n i n g of Cathedral Organists and Singers, 
every Cathedral "being r e q u i r e d t o c o n t r i b u t e t o i t s support. 
The Cathedral Organist 
"should i n every instance "be a professor of the highest 
a b i l i t y - a master i n the most elevated departments of 
composition - and e f f i c i e n t i n the conducting and 
superintendence of a c h o r a l •body", and he should be 
p r o p e r l y p a i d . 
I n 1853A S.S.Wesley published: 
"Reply t o the I n q u i r i e s o f the Cathedral Commissioners 
r e l a t i n g t o the Improvement i n the Music o f Di v i n e 
Service i n the Cathedral". 
I n t h i s he attacked the deplorable c o n d i t i o n o f ca t h e d r a l 
music i n the mid-nineteenth century: some cathedrals had 
Sunday services w i t h c h a r i t y c h i l d r e n as the only c h o i r , no 
instrument except a c e l l o , and no chor a l Service - even the 
hymn-tunes being taken at s i g h t on the spur o f the moment. 
" I t seems impossible t o meet w i t h any performance of 
chora l service at present without w i t n e s s i n g much t h a t 
i s c a l c u l a t e d to of f e n d a j u s t t a s t e ; and I f e e l con-
s t r a i n e d t o declare t h a t I have but too o f t e n heard 
cathedral service so performed as to suggest the idea 
t h a t i t were b e t t e r t o a b o l i s h music than t o continue 
the abuse of so b e a u t i f u l an a r t on occasions of any 
d i r e c t appeal t o the D e i t y . The f a c t , I t h i n k , of music 
i n a l l i t s importance at cathedrals being e s s e n t i a l l y 
under the guidance of c a p i t u l a r bodies, i s enough t o 
account f o r the d e f i c i e n c y f o r which the ca t h e d r a l 
service i s remarkable." 
The o f f i c i a l s r esponsible, e s p e c i a l l y the precentors, were 
ignorant and u n s k i l l e d i n musical matters. 
The f i r s t t h i n g t o be considered i s not the performance 
of c h o i r s but the musical composition. Good singing and 
organ-playing cannot give d i g n i t y t o bad musical com-
p o s i t i o n . As f o r the c h o i r , accuracy o f s t y l e i s more 
important than numbers; t h i s r e q u i r e s a Music School. 
There are not enough singers i n cathedrals t o do the 
music adequately, and they are too p o o r l y p a i d . 
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Voluntary augmentation o f c h o i r s might do more harm 
than good. The or g a n i s t needs t o "be a f i n e composer 
as w e l l as a f i n e player," hut he i s not p r o p e r l y 
recognized or remunerated. Musical a r t progressed 
s t e a d i l y t i l l the Reformation, hut most modern church 
music i s unworthy - worse i n i t s composition even than 
i n i t s performance. The d e f i c i e n c y i s due t o the f a c t 
t h a t the Church o f f e r s no encouragement t o the "best 
musicians. 
I n t h i s connection we may note t h a t C.V.Stanford complained 
of the trammelled p o s i t i o n of the man who i s responsible f o r 
the performance of the music and who i s , perhaps, i n many 
cath e d r a l "bodies the only r e p r e s e n t a t i v e of thoroughly t r a i n e d 
knowledge of the subject - the o r g a n i s t . Organists were 
t r o u b l e d "by la c k o f proper rehearsals and "by the l i f e - t e n u r e 
of the choir-men, some of whom were aged and had n a t u r a l l y 
l o s t t h e i r s i n g i n g powers. The "Musical Times" of I869 r e f e r s 
thus t o cathedrals i n general: 
Minor canons without voices or the s l i g h t e s t ear, whose 
i n t o n i n g i s consequently a most p a i n f u l i n f l i c t i o n ; 
Organists who cannot play and Choirmasters who cannot 
teach. Add t o these singers who cannot s i n g , and you 
have as s t r i k i n g examples o f gross mismanagement as can 
"be conceived." 
The a m e l i o r a t i o n o f the c o n d i t i o n s f o r choirboys was achieved 
"by Miss Maria Hackett, who published "A B r i e f Account of 
Cathedral and C o l l e g i a t e Schools" (1827). She gave "The Gresham 
P r i z e " f o r services or anthems w i t h words.from the B i b l e or 
Book of Common Prayer. She v i s i t e d every c a t h e d r a l i n England 
and Wales; and died aged 91 i n 1874. 
S.S.Wesley composed organ works - v o l u n t a r i e s , fugues, 
psalm-settings, two Services; a f t e r a long p e r i o d of 
d e c l i n e , he improved the E n g l i s h Service w i t h o r i g i n a l 
and independent organ accompaniments. He was one of the 
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c h i e f pioneers i n c r e a t i n g the modern Service w i t h i t s 
passages f o r solo voices, and verses f o r q u a r t e t or 
t r i o . His a r i a s are very dramatic, and are s i m i l a r i n 
scope to those of Handel and Bach. His "Service i n E." 
(18U5) was more elaborate than any previous d a i l y 
Service - comprising Te Deum, J u b i l a t e , Sanctus, K y r i e , 
Credo, M a g n i f i c a t and Nunc D i m i t t i s ; though a v i r i l e 
and "beautiful s e t t i n g , i t i s somewhat d i s j o i n t e d . 
Probably h i s best music i s i n h i s anthems, although the 
longer ones are scrappy, having disconnected short 
movements wi t h o u t any continuous development. His 
e a r l i e r anthems were too much l i k e o r a t o r i o i n s t y l e , 
"but l a t e r he c u l t i v a t e d a more contemplative approach. 
His c a t h e d r a l anthems were v i r t u a l l y short cantatas of 
several movements, w i t h sections f o r chorus, verse and 
so l o ; they r a t h e r lacked cohesion and were w i t h o u t t h a t 
c o n c e n t r a t i o n which i s r e q u i r e d i n the planning of an 
extensive work. His r e c i t a t i v e s are not unduly dominated 
"by Handel's i n f l u e n c e , "but are E n g l i s h i n s t y l e . His 
c a r e f u l v e r b a l accentuation and phrasing showed 
l i t e r a r y as w e l l as musical s e n s i t i v i t y ; h i s music was 
c l o s e l y associated w i t h the B i b l e and the Book of 
Common Prayer, and h i s treatment of language i n r e l a t i o n 
t o melody had a strong i n f l u e n c e upon C.H.H.Parry's 
l a t e r church cantatas, i n i t s accommodation of the 
melodic shape t o the rhythm o f the prose t e x t . His 
melody and harmony f o r voices w i t h organ could be 
d a r i n g l y modern i n progression, w i t h unexpected 
modulations - y e t h i s music was always churchly i n 
character. He r a i s e d the anthem to the highest standard 
of a r t i s t i c form, and re-animated i t when i t had become 
mechanical and conventional; i n p a r t i c u l a r he was the 
f i r s t to w r i t e independent organ accompaniments f o r the 
choruses. He t r e a t e d h i s c h o r a l music w i t h f i n e 
imagination as w e l l as t e c h n i c a l resource - though he 
was too prone t o w r i t e 8-bar phrases w i t h a P u l l Close. 
He advocated Mean Tone Temperament f o r church organs 
i n I863 he wrote: "The p r a c t i c e o f tuning organs by 
equal temperament i s , i n my humble o p i n i o n , most 
erroneous." The renoianed organ of St George's H a l l , 
L i v e r p o o l , b u i l t i n 1855 t o h i s s p e c i f i c a t i o n was, by 
h i s i n s t r u c t i o n s , tuned unequally - and W.T.Best so 
played on i t f o r twelve years before he could take 
advantage of a r e - b u i l d i n g t o have i t a l t e r e d . Yet some 
of S.S.Wesley's own compositions, such as the anthem 
"The Wilderness", s u r e l y imply equal.temperament, and 
must have sounded very strange when accompanied on 
instruments tuned i n the way he p r e f e r r e d ; and much 
music w r i t t e n since h i s day would be scarcely p o s s i b l e 
w i t h unequal t u n i n g . L i k e h i s f a t h e r , he was devoted t o 
J.S.Bach; he also admired Mendelssohn. He played Bach's 
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"St Anne Fugue" On the organ at St Stephen's, Coleman 
S t r e e t , i n 1827. Though the G.Compass was an impediment 
t o the study and performance o f J.S.Bach1s organ works 
i n England, yet S.S.Wesley advocated the G compass f o r 
the organ and opposed any lower extension of the pedal-
"board. I n 1871 he produced the "St Matthew Passion" f o r 
the f i r s t time a t the "Three Choirs" F e s t i v a l s ( a t 
Gloucester) - w i t h only one f u l l rehearsal a v a i l a b l e . 
Few o f h i s hymn-tunes have "become popular ( u n l i k e those o f 
h i s contemporaries G a u n t l e t t , Dykes and Monk). He wrote many 
good and well-harmonized melodies, i n the s t y l e o f c a t h e d r a l 
music and i n impeccable t a s t e - they were s o l i d and c l o s e k n i t 
and o f t e n used c o n t r a p u n t a l technique and unusual harmonies 
which were f a r i n advance o f h i s time. U n l i k e the p r e v a l e n t 
t r e n d o f h i s day, he used chromatics not s e n t i m e n t a l l y Taut 
ad v i s e d l y , e i t h e r as a means o f experimental.modulations or 
as "being e s s e n t i a l l y i n t e g r a l to the melody i t s e l f . His more 
dar i n g and forward - l o o k i n g tunes were ignored i n the n i n e -
tee n t h century, d u r i n g which h i s poorer and more conventional 
tunes were used. He f a r e d somewhat "better i n the t w e n t i e t h 
century, e.g. h i s s e t t i n g o f "Hereford" has deservedly come 
i n t o general use f o r C.Wesley's "0 Thou who earnest from above 
The number o f h i s tunes included i n various hymribooks i s : 
H.A.M. (1861} - 0 (1889) - h (1904) - 11 (1916) - 18. 
(1939) -13 (1950) -13 ( i n c l u d i n g harmonizations). 
The Hymnary (Barriby 1872): 15. 
M.H.B. (1877): 1. (1904): 3. (1933): 10. 
E.H. (1906): 4. (1933): 4. 
S.P. (1925): 1. (1933): 2. 
The Moravian Hymribook: 30. 
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The Presbyterian "Church Hymnary" (Revised 1927) ; 22. 
Congregational Hymnary: 4 
CP. (1951): 8, plus two harmonizations. 
0.H.B.(1908) uses 43 of h i s o r i g i n a l tunes and many harmon-
i z a t i o n s , i n c l u d i n g those which were, though u n f a m i l i a r , 
h i s b e s t . 
Ten o f h i s tunes, but only of moderate q u a l i t y , are i n M.H.B. 
(1933) : 
"Wetherby" (M.H.B.217); i n E.P. (1872). 
" A l l e l u i a " (M.H.B.267)J i n H.A.M. (1868). This tune and 
" A u r e l i a " became very popular i n the n i n e t e e n t h century, 
but they are not i n h i s best s t y l e . The melodic climax 
i s i n the f i r s t h a l f of the tune. 
" A u r e l i a " (M.H.B.701); w r i t t e n i n 1864 f o r Keble's "The 
voice t h a t breathed o'er Eden", at Winchester. I n the 
same year he e d i t e d the Rev.Charles Kemble's " S e l e c t i o n " 
w i t h 150 tunes, o f which 33 were h i s own, i n c l u d i n g 
" A u r e l i a " set t o Neale's "Jerusalem the golden" - the 
name being taken from the L a t i n of the o r i g i n a l t e x t . 
I t was f i r s t set t o Stone's "The Church's one foun d a t i o n " 
i n H.A.M. (1868). I t was sung at the Thanksgiving 
Service i n St Paul's Cathedral i n 1872. The tune i s 
commonplace and drab, w i t h too many repeated notes 
inducing stagnancy. Dr G a u n t l e t t c r i t i c i z e d i t as 
"secular twaddle.... i n a r t i s t i c , and not f u l f i l l i n g the 
co n d i t i o n s o f a hymn-tune". 
"Bowden" (M.H.B.298); i n E.P.(1872). 
" F a i t h " (M.H.B.365); i n Kemble^s " S e l e c t i o n " ( 1864) . 
"Harewood" (M.H.B.702); w r i t t e n at Exeter. I t was i n CD. 
Hackett's "National Psalmist" ( I 8 3 9 ) , and i n H.A.M.(1868) 
I t b u i l d s up t o a good climax i n the l a s t l i n e . . I n the 
o r i g i n a l , the l a s t note of l i n e 3» and the f i r s t note 
of l i n e 4 , are equal semibreves. I t i s s p o i l e d i n M.H.B. 
(as i n most compilations) by the i n v e r s i o n o f the tenor 
and a l t o . 
"Memoria" (M.H.B.536); composed f o r C.Wordsworth's "0 Lord of 
heaven and e a r t h and sea"; i t was i n "The Hymnary" ( I 8 7 2 ) 
"Radford" (M.H.B.667); composed f o r t h i s hymn i n "Church Hymns 
(1874). 
"Wrestling Jacob" (M.H.B.339)> i n E.P.(1872), i n which the tune begins on the 2nd beat o f the bar (as c o r r e c t l y copied 
i n 0.H.B.162), not on the 4 t h beat as i n M.H.B. 
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"Egham" (M.H.B.950); the harmony i s "by S.S.Wesley; the tune 
i s a t t r i b u t e d by D i b d i n ( i n 1852) t o Turner. 
S.S.Wesley e d i t e d the music of the Revd. James Gabb's "The 
Welburn Appendix of O r i g i n a l Hymns and Tunes", t o which 
he c o n t r i b u t e d 22 tunes (10 o f which are i n E.P.) 
A f t e r over twenty years' p r e p a r a t i o n , he published i n 1872: 
"The European Psalmist." 
This has 615 hymn-tunes, 4 Sanctuses, 4 K y r i e s , 48 
Single Chants ( o f which 15 are by S.S.Wesley), 51 Double 
Chants ( o f which 13 are by S.S.Wesley), 6 Anthems (4 by 
S.Wesley and 2 by S.S.Wesley), 1 I n t r o i t , 1 B e n e d i c i t e , 
1 Morning Service (Te Deura, J u b i l a t e , M a g n i f i c a t & Nunc 
D i m i t t i s ) . 130 o f the hymn-tunes are by S.S.Wesley and 
there are 160 harmonizations by him; and 70 harmonies 
by J.S.Bach. 
"Vom Himmel hoch" (M.H.B.42) i s c a l l e d "St Thomas". 
"Eisenach" (Mach's mit m i r ) , (M.H.B.47) i s c a l l e d "Rotha". 
"Old Hundredth" (M.H.B.2) i s i n t r i p l e time. 
"Winchester New" (M.H.B.983) i s i n t r i p l e time. 
"Angels' Hymn" (Song 34, M.H.B.384) i s given i n the 19th 
century arrangement - a l l the o l d e r rhythms are thus 
a l t e r e d i n t h i s book. 
"E r h a l t uns, Herr" ("Turk and Pope", M.H.B.903) i s c a l l e d 
" G r e i t z " . 
"Bremen" ("Wer nur den l i e b e n Gott", M.H.B.504) i s c a l l e d 
"Lubeck". 
"St Magnus" (M.H.B.244) i s c a l l e d "Nottingham". 
"Nicholaus" ("Lobt Gott i h r C h r i s t e n a l l e g l e i c h " , M.H.B.587) 
i s set as a CM. and c a l l e d "St George". 
"St F l a v i a n " (M.H.B.43) i s c a l l e d "Rievaulx". 
" P a l a t i n e " (Song 67, M.H.B.24) i s c a l l e d "Pembridge". 
"Bedford" (M.H.B.155) i s set i n t r i p l e time (as i n the o r i g i n a l ) . 
"Chimes" (M.H.B.722) i s c a l l e d "Sheldon". 
"Falcon S t r e e t " (M.n.B.680) i s c a l l e d " S i l v e r t o n " . 
"Huddersfield" (M.H.B.554) i s i n common time w i t h equal notes, 
and c a l l e d "Middleham". 
"Doncaster" (M.H.B.685) i s c a l l e d "Bethlehem" (as o r i g i n a l l y ) . 
Klug's "Witr Gott n i c h t mit uns diese Z e i t " i s d o u b t f u l l y 
a t t r i b u t e d t o Luther, and c a l l e d "Eisleben". 
"Ein' f e s t e Burg" (M.H.B.494) i s c a l l e d "Coburg". 
"Ratisbon" (Jesu, meine Zuv e r s i c h t , M.H.B.493) i s c a l l e d 
"Saxony". 
" S t u t t g a r t " (M.H.B.242) i s c a l l e d "Hawes". 
"Old 104th" (M.H.B.45) i s c a l l e d "Poole". 
"Old 112th" (Vater unser im Himmelreich, M.H.B.683) i s c a l l e d 
"Hamburg". 
"Innsbruck" (M.H.B.946) i s c a l l e d "Herrnhut". 
"Adeste f i d e l e s " (M.H.B.118) i s c a l l e d "Portuguese" and 
a t t r i b u t e d t o J.Reading, 1675 (as g e n e r a l l y i n 19th century 
hymnbooks) 
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"Nun danket" (M.H.B.10) i s c a l l e d "Marck" 
"Waohet auf" (M.H.B.255) i s c a l l e d "Varei" 
" H e r z l i e b s t e r Jesu" (M.H.B.177) i s c a l l e d "Picardy" 
" E l b e r f e l d " ( A l l e i n Gott i n der Hdh,M.H.B.906) i s c a l l e d 
"Augsburg". 
J.S.Bach's s e t t i n g f o r " B e f i e h l du deine Wege" (see M.H.B.507) 
i s c a l l e d "Dinant" 
J.S.Bach's s e t t i n g f o r "Wir G h r i s t e n l e u t " i s c a l l e d "Herzburg" 
J.S.Bach's s e t t i n g f o r "Warum b e t r u b s t du d i c h " i s c a l l e d 
" K r e f e l d " . 
"Lobe den Herren" (M.H.B.64) i s c a l l e d "Eupen" 
" S i m D l i c i t y " (Song 13, M.H.B.176) i s c a l l e d " T a n f i e l d " 
"Dettingen" (Be i s t das H e i l , M.H.B.694) i s c a l l e d "Cleves" 
"Jesu, raeine Freude" (M.H.B.518) i s c a l l e d "Herford" 
"Luneburg" (M.H.B.663) i s set as 7 . 8 . 7 . 7 . and c a l l e d "Munster" 
"Leoni" (M.H.B.15) i s c a l l e d "Judah". 
"Passion Chorale" (M.H.B.202) i s c a l l e d "Dresden". 
"St Mark" ( L i e b s t e r Jesu, w i r sind h i e r , M.H.B.752) i s c a l l e d 
"Corale". 
"Culbach" (M.H.B.757) i s c a l l e d "Oppeln" 
" P l e y e l " (M.H.B.555)'is c a l l e d "German Hymn" (as u s u a l l y i n 
the 19th c e n t u r y ) . 
"Spire" (M.H.B.621+) i s i n t r i p l e t ime, and c a l l e d "Rochelle". 
"Salzburg" (M.H.B.227) i s c a l l e d "Fowey" 
"Unser Herrscher" (M.H.B.53b) i s c a l l e d "Edgerton" 
" A u s t r i a " (M.K.B.lo) i s c a l l e d "Emperor's Hymn or Vienna". 
"Croft's 136th (M.H.B.26) i s c a l l e d "Minster" 
"Easter Mom" (M.H.B.204) i s a t t r i b u t e d t o Henry Carey, 1708. 
"Gopsal" (M.H.B.247) i s c a l l e d "Stanmore". (Handel's hymntune 
"Chandos" i s also included i n t h i s book). 
"Stabat Mater" (M.H.B.185) i s c a l l e d " A l l Souls" 
"Yorkshire" (M.H.B.120) i s c a l l e d "Leamington or.Dorchester". 
"Greenland" (M.H.B.476 - an adaptation from a Mass by J.M. 
Haydn) i s c a l l e d "Salzburg". 
"Innocents" (M.H.B.842a) i s c a l l e d "Durham".' 
"Hursley" (M.H.B.942) i s a t t r i b u t e d t o M.Haydn and c a l l e d ' 
"Mentz". 
The Moravians exercised a strong i n f l u e n c e on e a r l y 
Methodism, and while i n theology the r e l a t i o n s h i p became 
a n t i p a t h e t i c , i n hymnody i t was not merely sympathetic but 
of s i g n a l f o r m a t i v e importance. The La Trobe Family had a 
paramount i n f l u e n c e on Moravian hymnody (as the Wesley 
Family had on Methodist hymnody). The Revd. Benjamin Latrobe 
was born i n Dub l i n i n 1725 and educated i n Glasgow. He 
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became a Moravian m i n i s t e r , and t r a n s l a t e d several German 
hymns f o r the Moravian Hymn Book. He died i n 1786. 
His eldest son, the Revd. C h r i s t i a n I g n a t i u s Latrobe, 
was "born at Fulneck near Pudsey i n 1758 ( n o t i n 1757 as some-
times s t a t e d ) , where the English Settlement had "been e s t a b l i s h e d 
i n HkQ; he died at F a i r f i e l d near L i v e r p o o l i n I 8 3 6 . He 
became a m i n i s t e r of the United Brethren; he published "Hymn- . 
Tunes sung i n the Church of the United Brethren" (Revised, w i t h 
Appendix, i n 1826) . I n the Preface i t i s s t a t e d : 
The usual i n t e r l u d e s between the l i n e s should be s h o r t , 
s u i t e d t o the contents o f the hymn sung, lead i n g g e n t l y 
and i n s e n s i b l y i n t o the succeeding l i n e . 
The tunes include t h i r t y - e i g h t which are i n M.H.B. 
His own tune "Fulneck" (M.H.B.M+0) was i n Seeley's "Devotional 
Harmony" (1806) , which contained many chorales. I n t h i s 
book i t i s c a l l e d "Marylebone". The o r i g i n a l t r i p l e 
time i s r e t a i n e d i n the "Moravian L i t u r g y " ( 191&) . 
His f r i e n d the Revd Lewis Renatus West was educated at Fulneck 
and e v e n t u a l l y became pastor of the Moravian Church at 
Tyt h e r t o n , W i l t s . , where he died i n 1826. He wrote 
"Tytherton" (M.H.B.385). 
The Revd. Peter Latrobe, elder son o f C.I.Latrobe, was born 
i n London and educated at Fulneck. He ed i t e d the E n g l i s h 
Moravian Tune Book - the o r i g i n a l I789 c o m p i l a t i o n consisted 
almost e n t i r e l y of chorales. He died at B e r t h e l s d o r f near 
Herrnhut i n 1863. 
His own tune " F a i r f i e l d " (M.H.B.39) was w r i t t e n i n 1852 and 
published i n the Revd. Peter ;,IMaurice's "Choral Harmofiy"; 
the tune i s here set t o P.Gerhardt's $ Give t o the winds 
thy f e a r s " (M.H.B.507). 
The Revd. John Antes Latrobe M.A., the younger son of C.I. 
Latrobe, was born i n London i n 1799 (not 1792, nor 1795, as 
sometimes s t a t e d ) . He was educated at Oxford; became V i c a r o f 
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o f St Thomas's, Kendal (181+0-1865), and Canon of C a r l i s l e i n 
1858; he died at Gloucester i n I 8 7 8 . He published: 
1832 " I n s t r u c t i o n s of Chenaniah: P l a i n d i r e c t i o n s f o r 
accompanying the Chant or the Psalm Tune". 
l 8 i+l "Selection o f Hymns" ( i n c l u d i n g many o f h i s own). 
1850 "Sacred Lays and L y r i c s " 
1831 "The Music o f the Church considered i n i t s v a r i o u s 
branches, congregational and c h o r a l ; an h i s t o r i c a l and 
p r a c t i c a l t r e a t i s e " . 
This book contains obervations which are not a t a l l out 
of date today; he p r e f e r s t o the low s t a t e o f Church 
music, e s p e c i a l l y i n the country: a "combination of 
bad t a s t e and ignorance". He says there are two kinds of 
psalmody, " i n s p i r e d hymns v e r s i f i e d , and u n i n s p i r e d 
hymns". "Sternhold & Hopkins" i s accurate but crude; 
"Tate & Brady" i s smooth but l e s s sound i n i t s i n t e r -
p r e t a t i o n . I f the clergyman ventured t o i n t r o d u c e a few 
hymns, he was at once denounced as m e t h o d i s t i c a l , h i s 
character as a t r u e son of the church was questioned, he 
had a n o t i f i c a t i o n from h i s bishop of disapprobation, he 
was charged w i t h a breach of e c c l e s i a s t i c a l d i s c i p l i n e , 
and a l l t h i s backed by a h i n t of the p o s s i b l e c o n s t r u c t i o n 
of the offence i n t o a contempt f o r the r o y a l a u t h o r i t y , 
which, i t was asserted, had enjoined the commonly 
received v e r s i o n s . But he argues t h a t the Church of 
England had already introduced hymns of human com-
p o s i t i o n i n t o i t s s e r v i c e s , e,g., the Te Deum and 
T r i s a g i o n ; and he quotes Hooker's d i s c r i m i n a t i o n between 
Old Testament Psalms and New Testament songs such as 
the M a g n i f i c a t , Benedictus, Nunc D i m i t t i s , "which 
concern us so much more than the songs of David, as the 
Gospel touches us more than the Law, and the New 
Testament than the Old Testament; being d i s c o v e r i e s of 
C h r i s t already present, whose f u t u r e coming, the other 
psalms d i d but f o r e - s i g n i f y . They are sacred hymns 
which C h r i s t i a n i t y hath p e c u l i a r t o i t s e l f " . ( 1 ) 
J.A.Latrobe p o i n t s out - as d i d the Revd. Thomas 
C o t t e r i l l - t h a t no a u t h o r i t y has been given, or 
attempted t o be given by any o f our kings t o any of our 
ve r s i o n s . An allowance has been indeed granted f o r the 
1 ) . Hooker: ^ E c c l e s i a s t i c a l P o l i t y " , Book V, 1+0. 
(132. 
o l d and new v e r s i o n t o be p r i n t e d and used, "but 
no command. Both o l d and new versions claim i n the 
t i t l e page the p r i v i l e g e of being allowed t o be sung. 
"Sternhold & Hopkins" has undergone so many a l t e r a t i o n s 
and c o r r e c t i o n s , t h a t there i s a wide d i f f e r e n c e 
between the present and t h a t which gained the approving 
seal o f our s i x t h Edward. 
I t i s h i g h l y necessary t o c o n j o i n w i t h the psalms, 
e i t h e r human compositions, or v e r s i f i c a t i o n s of some 
p o r t i o n of the New Testament. I n f a c t , from the e a r l i e s t 
ages o f the Church, hymns of human composition have 
been i n constant use i n p u b l i c s e r v i c e s . Moreover, by a 
reference t o almost a l l e d i t i o n s of the Book of Common 
Prayer, i t i s p l a i n t h a t the adoption of psalms v/as not 
designed t o excel hymns even of a m e t r i c a l form, Both 
the o l d and the new versions have, as an appendix, 
v e r s i f i c a t i o n s o f passages from the New Testament, and 
hymns f o r p a r t i c u l a r occasions; among which one o f the 
most b e a u t i f u l was composed by a d i s s e n t e r (Sacramental 
Hymn, Doddridge). 
Latrobe r e g r e t s t h a t there i s no standard and common 
hymnbook ( t h i s a t t a i n e d t o i t s nearest f u l f i l m e n t i n 
1861, t h i r t y years l a t e r ) ; i f a v i s i t i n g worshipper has 
no hymnbook, he must depend upon the assistance o f the 
c l e r k . 
The p l a n o f breaking a verse i n t o l i n e s i s unquestion-
ably an unhappy one; but the very e v i l complained o f 
o b l i g e s i t t o be adopted. S t i l l the i n d i s t i n c t and un-
i n t e l l i g i b l e manner i n which the words are too 
f r e q u e n t l y mumbled, does not g r e a t l y f a c i l i t a t e the 
meaning. Part may be comprehended, p a r t guessed a t , and 
p a r t l o s t . This i s the more probable, where the c l e r g y -
man, s a c r i f i c i n g the l i m i t e d powers o f h i s people t o the 
connexion of the poetry or melody, re q u i r e s the whole 
verse, sometimes of e i g h t l i n e s , t o be read at once. Pew 
can tax t h e i r memories t o r e t a i n i t . The p r a c t i c e cf 
s p l i t t i n g verses i n t o p a r t s by g i v i n g out l i n e s of hymns, 
i s not the less u n f o r t u n a t e t h a t i t i s i n many cases 
necessary. I t involves f r e q u e n t l y a s a c r i f i c e both of 
the i n t e r e s t s of the tune, and the meaning of the verse. 
Not only i s i t seldom t h a t two l i n e s c o n t a i n an e n t i r e 
sentiment, but sometimes the t h i r d l i n e i s a b s o l u t e l y 
necessary t o complete the sense. I t i s a bettiar method 
t o sing the psalm without reading the l i n e betwixt,, 
everyone having a book. This custom i s adopted by the 
United Brethren i n t h e i r l i t u r g i c a l s e r v i c e s ; and, as 
they possess a standard hymn-book, i t i s attended w i t h 
no inconvenience. 
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Latrobe suggests some good r u l e s f o r "both words and tunes, 
which s t i l l remain p e r t i n e n t today: 
Words: Avoid c o l l o q u i a l expressions and rough rhymes. 
Avoid too high-sounding and p o e t i c a l e p i t h e t s , metaphors 
and a l l e g o r i e s ; the best type of a l l e g o r i e s are s c r i p t -
u r a l , c l e a r and p r e c i s e . 
Avoid i n a p p r o p r i a t e metres, e s p e c i a l l y jumpy and secular 
ones (although Luther and Wesley made a v i r t u e of thus 
"borrowing from the D e v i l " ) . 
The s t y l e should seek t o approximate t o t h a t of the 
B i b l e and L i t u r g y . 
Tunes: The character of the tune should accord w i t h the 
s a n c t i t y of the place and occasion. I t should not be 
l i g h t or f r i v o l o u s ; not loud and b o i s t e r o u s ; nor noisy 
and r a p i d . I t should allow the most untutored of the 
congregation t o j o i n i n . 
I t should not have secular associations - which o f t e n 
amount t o impious parodies. 
Do not m u t i l a t e a more extended piece from the masters, 
e i t h e r sacred or secular, o b l i g i n g i t i n contempt of 
i t s o r i g i n a l design, t o usurp, i n a cramped and a l t e r e d 
form, the place of the genuine psalm-tune. Nothing can 
be more wanton and needless, than the e f f o r t s made t o 
accommodate the works of great masters t o a purpose not 
o r i g i n a l l y contemplated. Respect t o the memory of the 
dead ought t o be some check t o t h i s r e s t l e s s and i l l -
judged i n t e r f e r e n c e - as w i t h Handel's " I know t h a t my 
Redeemer l i v e t h " , Haydn's "The heavens are t e l l i n g " , 
e t c . Avoid also f u g a l i m i t a t i o n s and d i v i s i o n s o f p a r t s , 
which are more s u i t e d to the s k i l l of p r a c t i s e d c h o i r s 
than t o the congregation, and t o the l a r g e r scope of an 
anthem than t o the confines of the verse of a hymn 
(thus e n f o r c i n g an embarrassing r e p e t i t i o n of l i n e s , 
words, and even of s y l l a b l e s ) : e.g., "Our poor p o l l u t e d 
h e a r t " becomes r e p e t i t i o n s of "Our poor P o l " ; and they 
i n t e r r u p t the sense of a passage. 
Latrobe was also well-advised i n suggesting the avoidance i n 
hymn-tunes of l i g h t runs, sudden t r a n s i t i o n s , ornamental 
f l o u r i s h e s , r a p i d movements and o t i o s e r e p e t i t i o n s . I n • 
h i s day i t was the f a s h i o n to i n t e r s p e r s e trumpet c a l l s 
between the l i n e s of the tune "Luther" (M.H.B.71) set t o 
the hymn "Great God, what do I see and hear,:"the end of 
t h i n g s created". While he i s c o r r e c t i n s t a t i n g t h a t a good 
tune w i l l bear r e p e t i t i o n w i t h o u t i n j u r y , nevertheless 
not more than one new tune should be introduced i n t o any 
one service - and i t should be f r e q u e n t l y repeated at 
short i n t e r v a l s i n succeeding s e r v i c e s . 
He i s r i g h t , t o o , i n saying t h a t the tunes should be s u i t e d t o 
times and seasons. Sternhold & Hopkins had psalm-books 
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w i t h words and music; t h i s was no longer i n vogue when 
Latrobe issued h i s "book i n 1831 (nor, u n f o r t u n a t e l y , i s 
i t the i n v a r i a b l e usage tod a y ) . Bedford asserts i n h i s 
"Abuse of Musicke" t h a t to:: secure a s u i t a b l e v a r i e t y , 
"tunes were composed i n common time f o r common occasions, 
others a f f e c t e d a t r i p l e time w i t h t h a n k s g i v i n g , and 
others a slower measure w i t h semi-breves f o r mournful 
occasions". 
Wharton objected to m e t r i c a l psalmody, and Dr Johnson t o 
d e v o t i o n a l p o e t r y i n any form; Dr Burney objected t o 
congregational s i n g i n g ; mainly because of the musical 
ignorance of the common people; because they have not 
study, p r a c t i c e and experience; hence there i s drawling 
and bawling: "Why i s a l l the congregation t o s i n g , more 
than to preach, and to read prayers?" 
Mason, precentor o f York, i n h i s "Essays on Church Music" (1795), 
rexs.oriffimends doing away w i t h bars except at the ends of l i n e s , 
and r e g u l a t i n g the l e n g t h of the notes to an iambic metre. 
This would seem, at f i r s t thought, a somewhat enlightened 
attempt at speechrhythm: BUT, he p r e f e r s "the mechanical 
assistance of the c y l i n d r i c a l or b a r r e l organ t o the 
f i n g e r of the best p a r o c h i a l o r g a n i s t " - so as t o ensure 
s t r i c t m e t r i c a l rhythm.(1) Latrobe i s no doubt c o r r e c t i n 
s t a t i n g t h a t t h i s system cannot be a p p l i e d to a m e t r i c a l 
tune: "Whatever m e t r i c a l i n f l e c t i o n s or pauses are a p p l i e d 
to a psalm-tune, must remain. They cannot be v a r i e d 
according to the d i c t a t i o n of a musical or p o e t i c a l t a s t e . 
I n f a c t , no human i n v e n t i o n can p o s s i b l y render music, 
designed f o r congregational performance, p e r f e c t l y 
subservient t o words. This i s unquestionably a d e f e c t ; 
but i t i s woven i n t o the very nature of p a r o c h i a l psalmody. 
I t i s v a i n t o expect the various and discordant voices o f 
an u n d i s c i p l i n e d m u l t i t u d e t o accommodate themselves t o 
the d e l i c a t e , and i n some cases h a r d l y p e r c e p t i b l e , 
i n f l e x i o n s , r e q u i s i t e to give a sentence i t s f u l l n a t u r a l 
e f f e c t . " 
(Dr Robert Bridges used the same argument i n h i s pamphlet, 
issued by the Church Music Society i n 1912) - Mason was 
merely s u b s t i t u t i n g 3/1+ f o r 2/2 time, as w i t h "Bedford" 
(M.H.B.155) and s i m i l a r tunes; he was not foreshadowing 
the modern speech-rhythm of the B.B.C. Epilogue. 
Another s i d e l i g h t upon the German custom, which had been p a r t l y 
copied i n England, i s Latrobe's d e f i n i t i o n : " I n t e r l u d e s 
are short extempore passages between the l i n e s ( o f the 
m e t r i c a l psalm or hymn), intended t o lead the mind 
g r a d u a l l y by g e n t l e passing-notes from one chord t o another, 
so as t o remove the abruptness of sudden t r a n s i t i o n " . 
1 ) . J.S.Curwen: Op.Cit page 36 
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The Preface t o the Tune Book of the United Brethren s t a t e s : 
" I f i n any hymn two l i n e s are so connected t o g e t h e r , 
t h a t the usual pause between them would i n j u r e the 
sense, the i n t e r l u d e should not hinder the singer from 
proceeding without delay". 
I n t e r l u d e s were not g e n e r a l l y used i n the Church o f England 
i n h i s day; hut a coda at the end of each verse was very 
usual. Latrobe advocates making music an i n d i s p e n s i b l e p a r t 
of c l e r i c a l education - so t h a t the clergyman would beaable 
t o supervise and a s s i s t the c h o i r and o r g a n i s t , t o the marked 
improvement of v i l l a g e psalmody.^ 1^ 
WILLIAM CROTCH was horn at Norwich i n 1775 and died at Taunton 
i n 18U7. He was o r g a n i s t of C h r i s t Church, Oxford (1790-1807); 
Professor of Music and Organist of St John's College, Oxford 
(1797-1806); f i r s t P r i n c i p a l o f the R.A.M. (1822-1832). He 
took the Oxford degrees of Mus.B .(l795) and Mus.D.(1799)• His., 
music i m i t a t e s Handel i n a d u l l , decorous manner; i t i s pleasant 
hut not o f great d i g n i t y ; g r a c e f u l hut not o r i g i n a l . I n 1833 
he wrote: 
"The i n t r o d u c t i o n o f n o v e l t y , v a r i e t y , c o n t r a s t , 
expression, o r i g i n a l i t y , e t c . , i s the very cause of the 
decay so long apparent i n our Church music." (2) 
He declared: "Music may be d i v i d e d i n t o three s t y l e s - the 
sublime, the b e a u t i f u l and the ornamental"; h i s own would be 
i n the t h i r d s t y l e . I t was probably t h i s f e e l i n g which l e d 
him t o r e j e c t S.S.Wesley's anthem "The Wilderness" f o r the 
1) . J.A.Latrobe: Op. c i t . pages 2, U, 82, 185, I 8 9 - I 9 3 , 
195-199, 201-205, 207-209, 217, 223, 227, 229-231, 
233-235, 359. 
2) . Bumpus: "H i s t o r y of English Cathedral Music", pages 
369-370. 
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Gresham P r i z e . 
I n I836 he e d i t e d "Psalm Tunes, Selected f o r the Use of 
Cathedrals and P a r i s h Churches", i n which he e x t o l s the 
"Old" Psalm Tunes, yet r e l u c t a n t l y includes " I r i s h " 
(M.H.B.503), "Abridge" (M.H.B.519)» "Mount Ephraim" 
(M.H.B.421+), "Hanover" (M.H.B.8), as the b e t t e r s o r t of 
a bad s t y l e . I n a f o o t n o t e t o .^Hanover" he says: "With 
the s l i g h t e s t a l t e r a t i o n s and the use of s l u r s t h i s tune 
might be used i n the long metre, but the abundant use of 
s l u r s c o n s t i t u t e s the worst s t y l e o f psalmody". 
"St Michael" (M.H.B.377)J a shortened'form of Psalm CXXXIV 
(Bourgeois) i n Day's " P s a l t e r " ( 1562 ) , which o r i g i n a l l y 
appeared i n "Pseaumes octante t r o i s " (Geneva 1551) . M.H.B. 
377 i s Crotch's arrangement i n h i s I836 S e l e c t i o n . 
ROBERT ARCHIBALD SMITH was born at Reading, B e r k s h i r e i n 1780; 
i n 1800 he went t o P a i s l e y , where he became Precentor of the 
Abbey Church i n 1807. Here he began a new era i n the music of 
the S c o t t i s h Church by improving the s i n g i n g o f the c h o i r , and 
g i v i n g r e c i t a l s of sacred c h o r a l music mostly without i n -
strumental accompaniment. I n 1823 he went t o St George's, 
Edinburgh, where he was Precentor u n t i l h i s death i n Edinburgh 
i n 1829. He i n c u l c a t e d q u i e t and expressive music in s t e a d of 
harsh, noisy and drawling s i n g i n g . His own music i s simple, 
d e l i c a t e , tender, even t i n g e d w i t h melancholy, but was always 
r e f i n e d , g r a c e f u l and elegant; he passed o f f some of h i s own 
f i n e tunes as t r a d i t i o n a l ones. His successive C o l l e c t i o n s of 
psalm-tunes were: 
1820. "Sacred Harmony f o r the Use o f St George's Church, 
Edinburgh". The Preface says: 
"We have no wish t o encourage the r a n t i n g a i r s which p r e v a i l 
so much i n some D i s s e n t i n g Chapels i n England, and which 
are so apt. t o please those who are unacquainted w i t h what 
may be c a l l e d the p r o p r i e t i e s of Music." Part 1 includes 
some arrangements from the c l a s s i c s , e.g. "Messiah", and 
promises more i n Part I I from Haydn, Mozart, Beethoven and 
othe r s . The tune "St George's, Edinburgh" signed A.T. 
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(presumably the Revd. Dr Andrew M i t c h e l l Thomson, 
the m i n i s t e r t h e r e ) i s again coming i n t o f requent use 
i n Scotland. 
1825. "Sacred Music f o r the Use o f St George's Church, 
Edinburgh". 
1828 "The Sacred Harmony of the Church of Scotland". 
1829. "Edinburgh Sacred Harmony f o r the Use o f Churches and 
Fami l i e s " . 
"Selraa" (M.H.B.54); set t o Psalm LXVII i n h i s "Sacred Music" 
(1825). He said i t was h i s arrangement o f an o l d Arran 
melody, but q u i t e p o s s i b l y i t i s h i s own o r i g i n a l 
composition; i t i s a pentatonic tune: d u r i n g the 18th and 
e a r l y 19th c e n t u r i e s many tunes were invented i n the 
pentatonic scale and a t t r i b u t e d t o a S c o t t i s h o r i g i n . 
The pauses a t the end o f the 3rd l i n e are a m i s p r i n t - i t 
should be as i n M.H.B.470. 
"St Lawrence" (M.H.B.823); i n h i s "Devotional Music, O r i g i n a l 
and Selected" (1310); t h i s includes 24 tunes of h i s own. 
FRANCIS VINCENT NOVELLO was born i n St Marylebone, London i n 
1781, and died i n Nice i n l 8 6 l . (One of h i s eleven c h i l d r e n was 
Clara N o v e l l o ) . He was o r g a n i s t of the Portuguese Embassy 
(1797-1822), e d i t e d and arranged o r a t o r i o s and operas, published 
cheap e d i t i o n s o f the musical c l a s s i c s and of o l d church music, 
encouraged c h o r a l music, and helped Samuel Wesley i n support of 
J.S.Bach's music i n England. Among h i s p u b l i c a t i o n s were: 
"The Psalmist". This was i n f o u r p a r t s , each w i t h 100 tunes 
(1835 -1844) . 
The Preface t o the t h i r d e d i t i o n (1846, w i t h 105 tunes 
provides a remarkably sound h i s t o r y o f church music, i n 
the course of which the chorale and psalm tunes are 
p r a i s e d . 
" I t i s t o be r e g r e t t e d , however, t h a t s t e r l i n g compositions 
o f t h i s k i n d have, o f l a t e years, f a i l e d to o b t a i n t h a t 
p o p u l a r i t y t o which they are e n t i t l e d , i n consequence of 
the productions o f a class o f men, who would have been 
much b e t t e r employed i n l e a r n i n g to sing and appreciate 
what men o f genius had already composed, than i n 
obt r u d i n g t h e i r own crude, dissonant and t a s t e l e s s 
performances upon the p u b l i c i n t h e i r stead; which they have 
done i n a way t h a t has tended t o degrade the popular t a s t e 
and t o deprive t h i s d e l i g h t f u l p a r t of p u b l i c worship of 
(138. 
i t s due solemnity, as w e l l as every other a t t r a c t i o n i t 
o r i g i n a l l y possessed. The apparent s i m p l i c i t y of the 
genuine Psalm Tune seems t o have seduced these persons 
i n t o the serious mistake of supposing themselves capable 
of composing i n t h a t s t y l e , and the s t i l l more grievous 
e r r o r of imagining t h a t they could improve upon i t . 
But i t i s a lamentable f a c t , t h a t many o f the compositions 
r e f e r r r e d t o , which have u n f o r t u n a t e l y gained an extensive 
p o p u l a r i t y , prove t h e i r authors t o be not only d e s t i t u t e 
o f Musical knowledge, but equa l l y incapable o f a p p r e c i a t i n g 
t h a t s p i r i t of devout and humble reverence which should 
ever c h a r a c t e r i z e our d e v o t i o n a l engagements....with 
regard t o si n g i n g as a p a r t of the worship o f God. I n the 
Congregations of the Established Church there e x i s t s a 
lamentable i n d i f f e r e n c e to i t s performance as a duty an 
apathy which i s i n c o n s i s t e n t w i t h the f e r v i d and sublime 
character o f the other p a r t s of t h e i r p u b l i c s e r v i c e . On 
the other hand, the Wesleyans and Dissenters have too 
ge n e r a l l y degraded i t s q u a l i t y , by the admission o f l i g h t 
and t r i v i a l Music. 
The Preface praises Lampe's s e l e c t i o n f o r Wesley's 
"Sacred Harmony": the Compilers "Have deemed i t necessary 
t o y i e l d so f a r t o the present t a s t e i n psalmody as t o 
include i n t h e i r S e l e c t i o n some of those tunes, whose 
p r i n c i p a l claim t o i n s e r t i o n w i l l be found i n t h e i r e x i s t i n g 
p o p u l a r i t y . When a r e p e t i t i o n of the words from the 
-middle o f the l i n e has been necessary (such as t o make the 
most solemn and expressive poetry r i d i c u l o u s ) , they have ad 
added a bar or two t o c a r r y on the l i n e , or have s t r u c k 
out such r e p e t i t i o n a l t o g e t h e r . 
There w i l l also be found a few specimens from the works 
of the great Masters, which, although not intended f o r 
the purpose t o which they are here a p p l i e d , w i l l be 
regarded as h i g h l y expressive o f the solemnity and f e r v o u r 
of d e v o t i o n a l Poetry. 
The a d d i t i o n of the words to a psalm tune can only be 
necessary when Fugues and I m i t a t i o n s occur, and awkward 
r e p e t i t i o n s or omissions o f p a r t s of a l i n e become 
necessary; and a l l such tunes are excluded from t h i s 
S e l e c t i o n , whatever may be t h e i r m e r i t as musical com-
p o s i t i o n s , as being unsuited t o the purposes, and at 
variance w i t h the s i m p l i c i t y , o f congregational worship". 
I n t h i s book: 
"London New" (22k) i s a t t r i b u t e d t o Dr C r o f t . 
"Nicolaus" (587) i s c a l l e d "St George's" or "Leeds". 
"Chimes" (722) i s a t t r i b u t e d t o Whitton. 
"St Magnus" (72 ) : the melody i s considerably a l t e r e d , and 
put i n 3/2 time. 
"Binchester" (419) i s re-arranged by S.Wesley and c a l l e d 
"No rtharapton". 
"100th Psalm" (3) i s a t t r i b u t e d t o Luther. 
(139. 
"Rockingham" (M.H.B.182) i s c a l l e d "Caton" 
'•Pleyel" (555) i s c a l l e d "German Hymn" and arranged as 
L.M. 
"Evening Hymn" i s a f l o r i d v e r s i o n o f M.H.B.9k33 without 
the canon. 
"Old 12Uth" (912) i s c a l l e d " I s r a e l " 
"Hanover" (8) i s c a l l e d "Psalm 10U" and a t t r i b u t e d t o 
Handel. 
Twelve organ i n t e r l u d e s are provided. 
WILLIAM HENRY HAVERGAL was "born at High Wycombe, Bucks, i n 
1793; was educated a t Oxford and ordained i n 1816. He r e t i r e d 
t o Leamington i n 1867, where he was j o i n e d by h i s daughter 
Frances Ridley Havergal (who wrote "Trust" M.H.B.521, and 
"Hermas" M.H.B.820). He died there i n 1870. 
I n 1859 he published 100 o r i g i n a l hymn-tunes, f o r which 
h i s models were Handel and C o r e l l i . He objected t o tunes 
l i k e "Helmsley" (M.H.B.26k) and "Mariners" (M.H.B.765) 
as being u n s u i t a b l e music f o r worship. (Yet "Helmsley" 
has d e f i e d a l l attempts t o suppress i t . ) J.S.Gurwen 
r e f e r s t o i t i n "Studies i n Wor ship-Music": "The v i t a l i t y 
o f t h i s o l d tune i s remarkable year by year, i n s p i t e of 
the j e e r s and l o a t h i n g of o r g a n i s t s , i t re-appears w i t h 
the f i r s t Sunday i n Advent i n a hundred churches".(1) 
Havergal also p a r t l y objected t o those l i k e " Abridge" (M.H.B. 
550) and "Rockingham" (M.H.B.182), i n t r i p l e t ime, which 
s l u r r e d a s y l l a b l e over two notes. I n the "Prefacory Remarks" 
to h i s "Old Church Psalmody" he says: 
"The e f f o r t s o f modern e d i t o r s have tended t o o b l i t e r a t e 
a l l t h a t i s o l d and good, and to introduce whatever i s 
new and bad. These e f f o r t s commenced about a century ago. 
They increased as the century advanced. T i l l D i s s e n t i n g 
bodies began t o p u b l i s h C o l l e c t i o n s o f Tunes, the many 
l o c a l c o l l e c t i o n s , p r i n t e d by country Churchmen, g e n e r a l l y 
contained a m a j o r i t y o f the o l d and good. But, the plague 
o f sing-song, g l e e - l i k e , not t o say, n o t h i n g - l i k e , 
1 ) . J.S.Curwen: o p . c i t . 
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p r o d u c t i o n s , has spread i n t o almost every p a r t o f the 
Established Church. Some are a l t o g e t h e r v i c i o u s and 
i n j u r i o u s : w h i l e others are of l i t t l e value. The c h i e f 
f a u l t of t h i s class of C o l l e c t i o n s i s not merely the 
i n t r o d u c t i o n o f questionable tunes, "but the s p o i l i n g of 
good tunes "by i n c o n s i s t e n t harmonization. Modern 
harmonies are set t o ancient melodies. The harmonies 
are such as were purposely avoided when the melodies 
were composed. This f a u l t perpetuates other f a u l t s ; 
e s p e c i a l l y the f a u l t of not p r e s e r v i n g a d i s t i n c t i o n 
between what i s secular, and what i s e c c l e s i a s t i c a l i n 
s t y l e . The date o f Thomas Ravenscroft's P s a l t e r , 1621, 
may be reckoned as the z e n i t h o f those times. Simple 
and easy i n t h e i r phrases, and always s y l l a b i c i n t h e i r 
p a r t i t i o n , they are never v u l g a r , i n s i p i d , or b o i s t e r o u s ; 
the d i s t i n c t i v e character of such o l d tunes i s the only 
s u i t a b l e s t y l e f o r l a r g e and rn^xed congregations. 
He goes on t o commend a good melodic progression i n each p a r t ; 
he frowns upon-the use of the 6/4, 6/4/3 & V7 chords; he 
advocates the use of more tunes i n the minor key (con-
c l u d i n g w i t h the T i e r c e de P i c a r d i e ) ; he objects t o 
tunes i n t r i p l e measure; he abhors appoggiaturas i n the 
melody, and r e q u i r e s proper p r e p a r a t i o n and r e s o l u t i o n 
of d i s c o r d s ; he mentions the greater r h y t h m i c a l freedom 
of the o l d e s t tunes: " I t was not t i l l P layford's era, 
about 1670, t h a t the o l d church-tunes began t o be w r i t t e n 
w i t h equalized n o t a t i o n " . He v/rites the f i r s t and l a s t 
note of each l i n e of the tunes i n t h i s book as semibreves 
- but recommends t h a t they should be e l a s t i c . 
Then f o l l o w notes on various tunes; i n c l u d i n g : 
" T a l l i s ' Canon": "The e d i t o r of John Wesley*s "Foundery 
C o l l e c t i o n " i n 1742, seems t o have been the f i r s t person 
who published i t i n a corrupted form. The canon was 
q u i t e l o s t s i g h t of i n a l l the modern oorrupted v e r s i o n s " . 
He gives "Bedford" (M.H.B.155) i n i t s o r i g i n a l rhythm, and 
remarks: "The melody, though i n t r i p l e time, has no 
instance of a semi-breve s p l i t i n t o two s l u r r e d minims. 
That device i s modern, which the o l d psalmists never 
adopted." 
"St Mary" (M.H.B.175) he c a l l s "Hackney" and gives i t i n 3/2 
measure. 
"Song 67" (M.H.B.24) he c a l l s "St Matthias". . 
"Old 104th" (M.H.B.45) - he gives the l a s t l i n e i n Mm M, i n ; : ^ 
4/2 rhythm. 
"Angel's Song" (M.H.B.364); he gives the f u l l version," w i t h the 
o r i g i n a l rhythm. 
"Cr o f t ' s 136th" (M.H.B.26) i s c a l l e d "Psalm 148th". 
(141.. 
" B i t h y n i a " (M.H.B.431b) i s c a l l e d "Salsburg", and a t t r i b u t e d 
t o Michael Haydn, 1800 . 
W.H.Havergal had three tunes i n M.H.B.: 
"Adoration" ( 5 8 ) . "Baca" ( 3 9 1 ) . "Consecration " ( 4 0 0 ) . 
The r e s u l t s , however, of h i s attempted reform'were hut slow and 
meagre, and congregations continued t o c l i n g t o t h e i r " o l d 
f a v o u r i t e s " . 
JOHN GOSS was "born i n 1800 at Fareham, Hampshire; i n 1827 he 
"became a professor at the R.A.M. I n I 8 3 8 he succeeded Attwood 
as o r g a n i s t at St Paul's, where he remained u n t i l 1872 : he 
was Composer to the C^hpels Royal ( 1 8 5 6 - 1 3 7 2 ) and was knighted 
i n 1872 . He received the Cambridge degree of Mus.Doc. i n i . 8 7 6 ; 
and died at B r i x t o n , Lambeth, Surrey i n 1 8 8 0 . 
He wrote various c h o r a l music; h i s s t y l e was in f l u e n c e d 
by Handel; but though h i s music was o c c a s i o n a l l y grand, 
i t was mostly sedate and u n i n s p i r e d . Yet though not 
o r i g i n a l or vigorous, i t was very u s e f u l and p r a c t i c a b l e 
f o r voices, combining t e c h n i c a l s k i l l w i t h a sweet and 
gr a c e f u l s i n c e r i t y . Thus h i s l a r g e output was v a r i e d and 
uneven i n q u a l i t y , some of i t being q u i t e e x c e l l e n t . He 
fo l l o w e d Dr Crotch i n recovering music from the past, 
and also i n p u r i f y i n g the c u r r e n t s t y l e of music, though 
- l i k e J.B.Dykes - he was apt t o repeat one note, needing 
harmony. 
With T u r l e , he issued "Cathedral Services, Ancient and Modern". 
He also e d i t e d : 
"Parochial Psalmody" (k Vols. 1 8 2 7 ) , comprising tunes o f the 
older s o l i d type; w i t h none of h i s own. 
C I 8 3 8 . Cesar Malan's "Hymns of Redemption". 
1841 "Chants, Ancient and Modern" - i t has a double chant 
which i s an adaptation o f the A l l e g r e t t o from Beethoven's 
Symphony V I I . 
1 8 5 6 / 7 . The music of Mercer's "Church P s a l t e r & Hymn Book" 
(1854) , - w i t h mainly German chorales and "Old" Psalm tunes 
i t was re-arranged i n I 8 6 4 . 
The 1851+ Preface s t a t e d t h a t i t was " f o r f a m i l i e s t o 
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p r a c t i s e at home", and observes t h a t Cosin (Bishop of 
Durham) "never forbade the s i n g i n g o f the me t r i c psalms 
i n the Cathedral, "but used t o sing them h i m s e l f w i t h the 
people at morning prayer". Thomas Mace commended the 
e x c e l l e n t s i n g i n g of (appar e n t l y m e t r i c a l ) psalms "by 
immense congregations i n York Minster i n l6kh. Bishop 
Jewell s t a t e d i n 1560: "not only the Churches i n the 
neighbourhood, hut i n the towns f a r d i s t a n t , "began t o 
v i e w i t h each other i n the same p r a c t i c e . You may now 
sometimes see at St Paul's Cross, a f t e r the s e r v i c e , 
6000 people, o l d and young, o f "both sexes, a l l s i n g i n g 
together and p r a i s i n g God". Roger Aschem declared at 
Augsburg l b 1551: "Three or f o u r thousand s i n g i n g a t a 
time i n a church of t h i s c i t y i s hut a t r i f l e " . And i n 
Hawkins's H i s t o r y we read: "the time i s ha r d l y "beyond 
the reach of some persons l i v i n g , when psalmody was 
considered a d e l i g h t f u l exercise", and "a passenger on 
a Sunday evening, from St Paul's t o Aldgate, would 
have heard the f a m i l i e s i n most houses i n h i s way 
occupied i n sin g i n g psalms". 
M e t r i c a l psalms are included i n the o r d i n a r y hymn 
s e c t i o n . T r i p l e - t i m e tunes are r e t a i n e d , such as 
"Rockingham", " I r i s h " , "Abridge"; but not f l o r i d or 
secular ones; and they are mostly s y l l a b i c . Harmonies 
such as i n "Eisenach" have been s i m p l i f i e d - and those 
of J.S.Bach discarded; some harmonies from Havergal's 
"Old Church Psalmody" have been inc l u d e d . 
"Gopsal" (M.Hv.B.2i+7) i s c a l l e d "Handel's lUfith" - as i t 
s t i l l was i n S u l l i v a n ' s "Church Hymns w i t h Tunes" (187U). 
"Old 1214-th" (M.H.B.912) i s c a l l e d "Balse" - would t h i s 
be a m i s p r i n t f o r "Basel"? or "Basle"? 
" P l e y e l " (M.H.B.555) i s c a l l e d "German Hymn". 
"Luther" (M.H.B.71) i s c a l l e d " A l t o r f " - a m i s p r i n t f o r 
" A l t d o r f " ? 
"Yorkshire" (M.H.B.120) i s c a l l e d "Dorchester" 
2 3 B e r l i n " (M.H.B.117) i s c a l l e d "Jesu Redemptor" 
"Martyrdom" (M.H.B.201) i s c a l l e d 1,A11 S a i n t s " 
"Parrant" (M.H.B.539) i s c a l l e d "Gloucester" 
"Carey's" (M.H.B.3U9) i s c a l l e d "Surrey" 
"Passion Chorale" (M.H.B.202) i s c a l l e d "Bernburg" 
"Ratisbon" (M.H.B.U93) i s c a l l e d "Heidelberg" 
"Sleepers, wake" (M.H.B.255) i s c a l l e d "Hernhutt". 
"Winchester New" (M.H.B.274) i s c a l l e d ' " C r a s s e l i u s " 
"Mamre" i s i n s i x 8's, and has the same f i r s t l i n e as 
"Saul" (M.H.B.6) and "Arundel" (0.H.B.232). 
"Bedford" (M.H.B.155) i s i n t r i p l e t ime, as i n the o r i g i n a l 
The f i r s t 1 ^ l i n e s of " L i c h f i e l d " are the same as i n 
"Stabat Mater" (M.H.B.2&7). 
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Ext r a c t s from Mercer ' s "Psalmody'' 
(Goss 1864). 
"Spires" i s an adaptation o f Luther-J. S. Bach. (See M.H. B. 
903: " E r h a l t ' uns Kerr, fcei deinem Wort''): 
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142b ) i E x t r a c t s from Mercer-Goss(1864). 
rtVeni 0reator"(M.H.B.779) i s s e t out i n m e t r i c a l , b a r r e * 
minims as a L.M. 
"Macoabaeuo""(ttan Handel's ohoruB -''father, WQQBO.almifthty 
power") i s set as si x ' 8 ' 8 . " 
I 
TTayi-lw 
Seaaohs 'u ivloi»oer appanaa-a conventional r e f r a i n and 
doxology. c f . "Petition r t(M.H.B.5S7). 
| i ^ j i ^ ^ j i , i i ( j i r J ^ i ^ . i i j i ' ' ' ^ J i i i ' , i i i iv ^ jm 
3E 
>VI/ittembui*rf"('7»6»7,6.P) 1H H VHI'1 
jott*(M.H.B.10), s e t to Heber's " Prom oraniand's i c y Gott' 
mrmntal n R"(M. H. B. 8 0 l ) . 
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The f i r s t l i n e of "Glastonbury" i s the same as i n 
" T a l l i s ' B O r d i n a l " (M.H.B.304). 
"Salisbury" has a chorus (Doxology & H a l l e l u j a h ) - as 
was common i n the p e r i o d . 
" H a t f i e l d " (M.H.B.134) i s c a l l e d "Nuremburg" 
"Innsbruck" (M.H.B.946} i s made i n t o 8.8.6.D. 
"Innocents" (M.H.B.842; i s c a l l e d "Durham", and set t o 
the o r i g i n a l form of the words "Much i n sorrow" by H. 
Kirke White (M.H.B.488). 
"Kingston" (M.H.B.55) i s c a l l e d "St Jude's" 
"Pastor" (M.H.B.466) i s c a l l e d " L i n c o l n " . 
"Ewing" (M.H.B.652) i s c a l l e d "Bernard" 
"Leoni" (M.H.B.15) i s c a l l e d "Jerusalem" 
"Huddersfield" (M.H.B.554) i s c a l l e d "Colchester". 
"Munich" (M.H.B.659) i s c a l l e d "Kdnigsberg" (see " E l i j a h " 
No.15). 
"Rendez a Dieu" (M.H.B.756) i s c a l l e d "Navarre". 
"Ein' f e s t e Burg" (M.H.B.494) i s c a l l e d "Worms". 
Mercer's extremely popular Psalmody i s not f r e e from 
i n f e l i c i t i e s - see Music Example (from the 1864 e d i t i o n ) , 
pages 142a - 142b). 
Goss has seven tunes i n M.H.B.: 
"Praise my Soul" (12) Composed f o r t h i s hymn, i n two forms: 
I n D f o r vocal unison w i t h v a r y i n g organ f o r each of the 
f i v e verses. 
I n E f o r 4-part voices. 
The unison p o r t i o n i n M.H.B. i s from the f i r s t o f these; 
the harmony p o r t i o n i n M.H.B. i s a r e v i s i o n o f the second 
of these, as i n "Church Hymns" (1874). 
"Tarsus" ( 6 5 ) ; i n Hackett's "National Psalmist" (1840). 
"Oxford" (124); i n Bramley & Stainer's "Carols" (1870). 
"Armageddon" (617); set t o "Onward, C h r i s t i a n s o l d i e r s " (M.H.B. 
822) i n the "Appendix" t o Mercer's p s a l t e r (1872); i t i s 
adapted from a German melody by Reichardt (1853). ( l ) 
"Sevan" (740); i n the Revd. Peter Maurice's "Choral Harmony" 
(1854). 
"Bede" (869); w r i t t e n f o r Heber's " B r i g h t e s t and b e s t " (M.H.B. 
122); arranged from the duet "Cease t h i n e anguish" i n 
Handel's " A t h a l i a h " , Part I I , Scene 3. (1733;. 
1 ) . See H & S, pages 336-337; H.C.H. page 176. 
"St Cyprian" (902); i n "Tunes New and Old" ( I 8 7 6 ) . 
JAMES TURLE? a p u p i l o f Goss - who also was i n f l u e n c e d by the 
s t y l e of Handel - was born i n 1802 and died at Westminster i n 
1882. He was or g a n i s t at Westminster Abbey (1831-1875). 
He published several p s a l t e r s , and w i t h Edward Taylor "The 
People's Music Book" (181+1+). 
E.Taylor (I78I+-I863) was Gresham Professor o f Music; a 
n a t i v e of Norwich, where he conducted the F e s t i v a l s i n 
1839 and 181+2. He wrote "The Engl i s h Cathedral Service, 
i t s G lory, i t s Decline and i t s destined E x t i n c t i o n " - a 
very s i m i l a r t i t l e t o t h a t of S.S.Wesley's l e c t u r e . ( 1 ) 
"Westminster" (M.H.B.73); i n V.Novello's "The Psalmist" ( p a r t 
I I , I836), where i t i s w r i t t e n i n key D and c a l l e d 
"Birmingham". 
"Atonement" (M.H.B.181); Turle's arrangement (1865) of a l 6 t h 
century German tune. 
HENRY JOHN GAUNTLETT was born a t W e l l i n g t o n , Shropshire, i n 
1805. 
The date 1806, given i n an e a r l y e d i t i o n of Grove and many 
other works, i s i n c o r r e c t . I n the B i r t h Records o f 
We l l i n g t o n occurs: 
Henry John, son of the Rev. Henry G a u n t l e t t , Curate of 
t h i s p a r i s h , and A r a b e l l a h i s w i f e ; born J u l y 9 t h , 
b a p t i s e d J u l y 28th, 1805. 
He was an organ p u p i l o f Samuel Wesley, and became a f i n e 
extempore p l a y e r . He introduced the pedal organ i n t o England, 
and advocated i t s compass being extended down to C f o r the 
p l a y i n g o f J.S.Bach's fugues. He was an esteemed f r i e n d of 
Mendelssohn, and played the organ f o r " E l i j a h " a t Birmingham 
i n 181+6. He was or g a n i s t a t Dr Henry A l l o n ' s Union Chapel, 
I s l i n g t o n (1852-1861); they published "The Congregational 
Psalmist" f o r t h e i r weekly congregational p r a c t i c e - every 
1 ) . See above, page 12'U 
(1U5. 
member of the class had a music copy and an anthem book. He 
received the Lambeth degree of Mus.Doc. i n 1842/3 - the l a s t 
previous time t h i s degree had been given was by Archbishop 
Sancroft t o John Blow i n 1677. He died at -Kensington i n I876. 
He wrote some t e n thousand hymn-tunes, using a s t r a i g h t ^ f o r w a r d 
d i a t o n i c s t y l e w i t h a good melodic sense and simple harmony; 
but though some of h i s tunes are very successful - e i g h t of 
them are included i n the 1951 B.B.C. Hymn Book - others are 
d u l l and u n i n s p i r e d . He had a sound musical judgement, and 
helped t o improve the s t y l e o f congregational tunes, r e t u r n i n g 
t o a s i m p l i f i e d harmony instead o f the shakes, graces and 
tu r n s so p r e v a l e n t i n h i s day. He e d i t e d many tunebooks, 
i n c l u d i n g : 
1814.5/1852 "The Church Hymn & Tune Book" ( w i t h the Rev.William 
John Blew). 
I n 1858 Blew wrote a L e t t e r t o the Rev.William Upton 
Richards e n t i t l e d : "Hymns and Hymn Books, w i t h a few 
words on Anthems". I n t h i s he st a t e s t h a t the a u t h o r i t y 
f o r having hymns i n a p u b l i c s e r v i c e i s i n the r u b r i c : 
" I n quires and places where they s i n g , here f o l l o w e t h 
the Anthem". (Book of Common Prayer, 1662). 
Blew argues t h a t anthems and hymns are i d e n t i c a l , whether 
prose or verse, whether rhymed or no t . He p o i n t s out 
t h a t Sternhold & Hopkins's "Old" Version was "perm i t t e d " 
or "allowed", not enjoined. He r e c a l l s t h a t hymns by 
George Wither (1623), George Sandys (1636), Tate & Brady, 
and others were a l l used w i t h o u t o f f i c i a l o b j e c t i o n . He 
advocates t h a t hymns should be drawn from ancient and 
mediaeval l i t u r g i e s and b r e v i a r i e s , b o t h E n g l i s h and 
C o n t i n e n t a l . He obje c t s t o f a l s e rhymes - and even l a c k 
o f assonance - i n some verses; and also declares: 
"The grand defect of almost a l l Hymnbooks, used i n 
churches, as w e l l those which are mainly o r i g i n a l as 
those f o r the most p a r t t r a n s l a t e d and compiled, appears 
to be t h i s ; namely, the want of oneness between the 
language of the C o l l e c t s and Psalms of the o l d Common 
Prayer, and t h a t employed f o r t h e i r newer Hymns. Sometimes 
i t almost looks and sounds l i k e another d i a l e c t " . 
(1/46. 
1842 & 1852 ( w i t h the Rev.John J.Waite) "The H a l l e l u j a h , o r , 
Devotional Psalmody". 
J.J.Waite (1808-1868) was a "blind Congregational m i n i s t e r 
a t Hereford. He he l d psalmody classes i n many p a r t s of 
the country, averaging some 600 i n c l a s s . He r e f e r s t o 
the poor c o n d i t i o n o f psalmody i n many churches; m i n i s t e r s 
t o l e r a t e the tunes as a mere necessary e v i l , i n which 
they take no i n t e r e s t themselves. The c l e r k may be a 
poor reader w i t h a poor r e p e r t o r y o f tunes, may si n g out 
of tune and out of tim e , and use the worst type o f 
rep e a t i n g tunes. Sometimes the c l e r k would choose b e t t e r , 
but has t o y i e l d t o the wishes of wealthy uneducated 
people i n the congregation. 
The 1842 e d i t i o n says: 
"Every f a m i l y should possess a copy of the tunes used by 
the congregation w i t h which they worship; and every 
i n d i v i d u a l should endeavour to o b t a i n an i n t i m a t e 
acquaintance w i t h such p a r t s of them as are best adapted 
t o h i s voic e . " 
The musical e d i t o r o f t h i s issue was James Poster, who 
was born i n B r i s t o l i n 1807, became an or g a n i s t at the 
B r i s t o l Tabernacle, and died at C l i f t o n i n 1885. His 
tune "Pembroke" (M.H.B.282) was i n t h i s book. His name 
i s c o r r e c t l y given as James i n the t e x t of M.M.H.B., but 
i n c o r r e c t l y as John i n the index o f M.M.H.B. and i n the 
index of M.H.B. 
I n Waite's 1842 e d i t i o n (which i s not " f i g u r e d " ) : 
"Messiah" i s an adaptati o n of Handel's a r i a (No.45)» 
CM. i n common time. 
"Chimes" (M.H.B.722) i s c a l l e d "New York" 
An adaptation of "Binchester" (M.H.B.419) i s c a l l e d 
"Northampton". 
"Angels 1 Hymn" (M.H.B.384) i s i n common time and a t t r i b u t e d 
t o C r o f t . 
A m u t i l a t i o n o f " T a l l i s ' s Canon" i s c a l l e d "Evening Hymn". 
" P l e y e l " (M.H.B.555) i s c a l l e d "German Hymn". 
"Savannah" (M.H.B.87b) i s c a l l e d "Geneva". 
" A u s t r i a " (M.H.B.16) i s c a l l e d "Haydn's Hymn". 
" B i t h y n i a " (M.H.B.413b) i s c a l l e d "Benediction" and 
a t t r i b u t e d t o M.Hayden ( s i c ) . 
"Hanover" (M.H.B.8) i s a t t r i b u t e d t o Handel. 
An adaptation o f "Passion Chorale" (M.H.B.202) i s c a l l e d 
"St Alb an's" 
G a u n t l e t t e d i t e d the l a t e r e d i t i o n , w i t h " f i g u r e d Vocal Score". 
Waite's " f i g u r e s " are not from the r o o t of the chord; b u t 
the major t o n i c i s 1, supertonic i s 2, mediant 3, e t c . -
a k i n d o f numerical s o l - f a (minor t o n i c i s 6 ) . To these 
f i g u r e s he adds "S" f o r sharp, and "F" f o r f l a t . He 
p r i n t s i n open score, using only the G and F c l e f s : w i t h 
the melody i n the top p a r t . He advocated t h a t the 
congregation should be taught t o si n g i n p a r t s ; he c a l l s h i s v oices, not S.A.T.B., b u t : 
Waite's " H a l l e l u j a h " (1852). 
(146a. 
, ,Hudderafield , l(M.H.B.554) i s s a i l e d "Durham" and w r i t t e n 
i n minims. This i s the only example i n which I i n c l u d e 
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"TfflBBtmlnater"(S.M. 1 l a reall.v Bu.vce'e double trtiant i n Dr 
as i n M. H. B. Cant i s l e 34B. I t a l a o has some s i m i l a r i t y 
with "Swabia"(M.H.B.599). 
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The t ?Paoolon Choral o " (Mt Ht B» 303) 18 w r i t t e n as L,M. an4-
c a l l e d " S p i r e s " : 




Women and c h i l d r e n w i t h h i g h voices. 
Women and youths w i t h low voices. 
Men w i t h h i g h voices. 
Men w i t h low voices. 
The tunes i n h i s "book were severer i n type than was 
usual i n t h a t p e r i o d ; he objected t o t r i p l e time i n 
hymn-tunes, and a l t e r e d "Bedford" (E.H.83) and others t o 
common time. He says: 
"The use of the T r i p l e - t i m e Tune f o r the Iambic verse 
i s o bjected t o by many because of i t s g r e a t e r complexity, 
i t s i n f e r i o r adaptation t o an i n t e l i g e n t and impressive 
d e l i v e r y of the hymn, and i t s consequent tendency t o 
engage the mind i n the music more than i n the meaning. 
Those by whom t h i s o b j e c t i o n i s not f e l t may f i n d some 
of the best examples of t h i s class of tune placed by 
themselves at the end o f Common and Long Metres. These 
tunes may a f f o r d good p r a c t i c e f o r the Class, even where 
i t i s f e l t undesirable t o use them i n the Congregation. 
That by means of a good Psalmody Class our Congregations 
may e a s i l y acquire the power of s i n g i n g these tunes i n 
f u l l harmony, I have not the s l i g h t e s t doubt." 
I n t h i s l a t e r e d i t i o n : 
"Wirksworth" (M.H.B.364) i s w r i t t e n i n equal minims and 
c a l l e d "Aylesbury". 
"Canada" (M.H.B.807b) i s w r i t t e n i n equal minims and 
c a l l e d "Burnley". 
I quote some e x t r a c t s from t h i s book: see Musical Examples, 
page 146a. 
Gau n t l e t t was a student of Gregorian music and an advocate 
f o r i t s use: he introduced Gregorian music i n t o the "Con-
g r e g a t i o n a l Psalmist". He e d i t e d the music of "Tunes New and 
Old" which was published u n o f f i c i a l l y f o r the Wesleyan 
Methodists i n 1864 by John Dobson (1814-1888) o f Richmond, 
Surrey; and he was an e d i t o r of the "Wesleyan Hymn and Tune 
Book" (1876). G a u n t l e t t died i n February 1876 w h i l s t the e a r l y 
proofs were i n the press. 
(He was succeeded by George Cooper, o r g a n i s t of the Chapel 
Royal, but he died i n the same year. E.J.Hopkins then 
o f f e r e d h i s se r v i c e s , which were accepted. 
(11+8. 
G a u n t l e t t had declared: 
" I should much l i k e t o see more o f the r e a l use of music 
- i t s teaching power, teaching i n psalms and hymns, than 
at present appears i n t h i s s e l e c t i o n as f a r as I see i t . " 
"Before choosing tunes, i t i s w e l l t o "be put i n tune." 
"The "best way o f d i s c o v e r i n g had metal i s t h a t o f having 
some r e a l gold "before the eyes, and asking the question, 
W i l l t h i s tune teach the hymn?" 
He has 16 tunes and several adaptations i n M.H.B.(1933): 
"Houghton" ( 7 ) ; w r i t t e n f o r R.Grant's "0 worship the King" (8). 
"Jeshuran" (68) has too much t o n i c and dominant, and too many 
f u l l closes a t the ends of the l i n e s . 
"Dura" (135); the tenor p a r t i s monotonous, and the rhythm 
u n e n t e r p r i s i n g . 
"St A l b i n u s " (216); a simple and d i r e c t tune of good q u a l i t y . 
"Triumph" (226); d i a t o n i c and s i n g a b l e ; hut though vigorous, 
d i s c o n t i n u i t y i s caused "by the f u l l close i n bar 8. 
"St George" (21+8); sometimes c a l l e d "St Olave"; a very good tune 
w i t h a c l e a r melodic' o u t l i n e . 
"Ardwick" (278); the metre produces a secular r a t h e r than a 
sacred impression. 
"Ascension" (1+10); t h i s tune has a s u i t a b l y strong rhythm. 
"Deliverance" (1+11); l i k e so many of h i s tunes, t h i s i s a p l a i n 
tune i n C major; but i t i s p e d e s t r i a n , and marred by the 
r e c u r r e n t f u l l closes a t the ends of the l i n e s . 
" U n i v e r s i t y College" (1+88); a tune which i s well-known and w e l l -
l i k e d . 
"Laudate Dominum" (502); t h i s , q u i t e a good tune, was set t o 
R.Grant 1s"0 worship the King" ( 8 ) . 
"St F u l b e r t " (60l+); though good i n many ways, i t s inner p a r t s 
are poor. I n Blew's "Church Hymn & Tune Book" (1852) i t 
was named "St Leofred". 
"St Alphege" (652); a good, simple'and popular tune. 
"Newland" (853); without much p o s i t i v e character, - t h i s tune 
would be s u i t a b l e f o r any words. The in n e r p a r t s are 
very monotonous. 
" I r b y " (859) f o r the o r i g i n a l s e t t i n g , see the "Musical Times" 
(December 1902), I t was i n "Christmas Carols, Four 
(11*9. -
Numbers" (181+9) f o r solo w i t h p i a n o f o r t e accompaniment. 
I t v/as put t o t h i s hymn i n "Hymns f o r L i t t l e C h i l d r e n " 
(1858). I t was then, harmonized f o r H.A.M. ( l 8 6 l ) , when 
i t was c a l l e d " I r b y " . I t i s a spontaneous a i r , hut the-
harmony has too many f u l l closes. 
" S p r i n g f i e l d " (972) i s probably by G a u n t l e t t ; i t was o r i g i n a l l y 
7.7.7.7. and appeared, named "S t o w e l l " , i n h i s "The 
Comprehensive Tune Book". I t appeared anonymously i n i t s 
present form i n the Rev.Peter Maurice's "Choral Harmony" 
(1851+). 
"Foundation" (133b); i s G a u n t l e t t ' s adaptation from F.J.Haydn's 
Symphony i n D. 
"Lebanon" (602b); G a u n t l e t t ' s adaptation from Spohr's S t r i n g 
Quartet, Op.58, No.2, Slow Movement. 
"Malvern" ( 8 0 3 ) ; a much a l t e r e d v e r s i o n of G a u n t l e t t ' s tune 
"Dorchester" which appeared i n "The H a l l e l u j a h " (181+9) •• 
For the o r i g i n a l , see M.M.H.B. page 1+33. 
GEORGE ALEXANDER MACFARREN was born i n Westminster i n 1813, 
became a professor at the R.A.M. (I83I+) and P r i n c i p a l ( I 8 7 6 ) ; 
he was Professor of Music at Cambridge (1875-1887) and was 
knighted i n 1883; he received the Mus.Doc. degree from Oxford, 
Cambridge and Du b l i n . He became b l i n d about 1860, and died at 
St Marylebone i n 1887. 
His musical compositions, though of sound workmanship, 
were commonplace and u n i n s p i r e d ; w h i l e he eschewed the 
v u l g a r i t y and b a n a l i t y so prevalent i n h i s time, h i s 
persevering work remained d u l l and i n s i g n i f i c a n t . 
His sacred o r a t o r i o s or cantatas were: 
1373 "St John the B a p t i s t " at B r i s t o l ; o b j e c t i o n s t o i t s per-
formance i n Gloucester Cathedral had been r a i s e d the 
previous.year. 
1876 "The Resurrection" at Birmingham. 
1877 "Joseph" at Leeds. 
1883 "King David" at Leeds. 
1881+ "St George's Te Deum". 
He e d i t e d Handel's "Belshazzar" (181+7), "Judas Maccabaeus" (1885), 
"Jephtha" (1858). 
(15b; 
Among h i s Lectures were: 
I869. Pour Lectures on "Sacred and Secular A r t as e x e m p l i f i e d 
i n Music" at the London I n s t i t u t i o n . 
1866. A Lecture on "The Music of the Church of England" a t 
the Royal I n s t i t u t i o n . I n t h i s he s a i d : 
"The c o n t r i b u t i o n s t o psalmody by persons of l i t t l e 
musical education, or w i t h none, began e a r l y i n the l a s t 
c e n tury, and have tended s e r i o u s l y t o v u l g a r i z e and 
emasculate t h i s noble branch of Church music. The 
m i s a p p r o p r i a t i o n o f the Glee s t y l e o f w r i t i n g t o church 
composition has done equ a l l y much to d e t e r i o r a t e the 
music s p e c i a l to the c a t h e d r a l . The adaptation o f 
i r r e l e v a n t words t o music from the f l o r i d Masses of 
composers of l a t e r t imes, from O r a t o r i o s , and from 
i n s t r u m e n t a l works, has perverted the composer's designed 
expression, which i s the highest q u a l i t y i n music, and 
has thus degraded the A r t and i t s i n f l u e n c e . " 
I n the"Musical Times" (I867/I868) he makes t h i s c r i t i c i s m : 
"Precentors who were not musicians, have appointed 
j u b i l a n t , b r i l l i a n t , nay l i g h t and t r i v i a l s e t t i n g s o f 
the s e r v i c e , t o be performed on F r i d a y s , and even on 
s p e c i a l f a s t days. Precentors who were not musicians, 
have appointed p e n i t e n t i a l , gloomy, lugubrious s e t t i n g s 
of the service t o be performed on the most f e s t a l h o l y 
days. Precentors who were not musicians, have appointed 
e x c e p t i o n a l l y long s e t t i n g s o f the s e r v i c e t o be performed 
on occasions when the psalms extended beyond the average 
l e n g t h , when the lessons also l a s t e d beyond the usual 
ti m e , and when the Anthem, l i k e w i s e , was e x t r a o r d i n a r y 
i n i t s p r o p o r t i o n s . Precentors who were not musicians 
have appointed anthems, the t e x t o f which was of a 
mournful character, t o be performed on f e a s t days; and 
anthems, of which the t e x t was redolent o f j o y and 
a s p i r a t i o n , on days of h u m i l i a t i o n . " 
He opposed Curwen's T o n i c - s o l f a system, and opposed also the 
Plainsong movement of the Rev.T.Helmore. I n I867 (admitting" 
the value o f simple unison congregational s i n g i n g , but on 
modern l i n e s ) he w r i t e s : 
"Gregorian melodies dazzle - though they can never 
honestly s a t i s f y - some hearers, by the grand sound of 
t h e i r being sung i n unison by e n t i r e congregations; f o r 
i t i s t o be noted t h a t , i n Churches where the use of 
t h i s c lass o f music has been w i t h i n recent years 
i n t r o d u c e d , the p r a c t i c e o f s i n g i n g among the people i s 
much more general than i n the m a j o r i t y of other 
establishments. I have proposed t h a t the advantage of 
(151. 
t h i s grand sound to "bs given to natural melodies -
melodies, I mean, constructed upon those harmonic 
pr i n c i p l e s which are the natural laws of musical 
government. Were t h i s proposal realised, the crude, 
calculated a r t i f i c i a l i t i e s , which impose upon some 
admiring votaries "by the massive sonority of t h e i r 
performance, would f a l l , must f a l l i n s t a n t l y out of 
favour with a l l who compared the uncongenial asperity 
of the one with the sympathetic "beauty of the other, and 
who came to the comparison i n true musical s i n c e r i t y ; 
free from the prejudices of L'atinity and a n t i - a r t i s t i c 
f o r m u l a r i t i e s . Thus would "be accomplished a method of 
chanting the Psalms, I thin k , so a t t r a c t i v e that 
Gregorianism, Pagan, Popish, "barbaric, crude Gregor-
ianism, would pale away "before i t s l u s t r e . " 
Macfarren has three tunes i n M.H.B.: "Cripplegate" (592); 
"Lux prima"(733)J "Dedication"(957). 
FREDERICK ARTHUR GORE OUSELEY was "bom i n Westminster i n 1825 
and ordained i n 182+9. At Oxford he took the Mus.Bac.degree 
i n 1850, Mus.Doc, i n l&5k. He was also Mus.Doc. of Durham, 
Cambridge and Dublin. I n 1855 he "became Professor of Music at 
Oxford, u n t i l his death i n I889. 
He undertook his duties with ahle and conscientious 
zeal, introducing a viva-voce t e s t f o r degrees - though 
there was as yet no w r i t t e n t e s t , "but only the production 
of an exercise such as a cantata ( f o r his own Mus.Bac. 
he had submitted the cantata "The Lord i s the true God"); 
a w r i t t e n examination was introduced i n 1862, and two 
w r i t t e n examinations were i n s t i t u t e d i n 1870. 
Among his annual Lectures were: "English Cathedral Music", 
"History and Construction of the Organ", "History of Organ 
Music". He was appointed Precentor of Hereford i n 1855 and 
Canon of Hereford i n 1886; he died there i n 1889. 
He was not only a cultured a r i s t o c r a t "but a serious 
scholar, a musicologist,who did much o r i g i n a l research. 
He composed an immense amount of sincere and reverent 
sacred music with correct craftsmanship "but unimaginative 
s t y l e - anthems, services, cantatas, carols, hymn-tunes, 
chants, organ and orchestral music. One of his 
or a t o r i o s , "The Martyrdom of St Polycarp" (1854/5) was 
the exercise f o r his Mus.Doc. degree at Oxford, i n 
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which the soprano solo was sung "by A r t h i r S u l l i v a n -
aho also sang the p r i n c i p a l t r e b l e part at the Conse-
cr a t i o n Service of the Teribury Church & College. Ouseley 
edited much Church music, including: 
"A Collection of Cathedral Services by English Masters of the 
17th and 18th Centuries" (1853). 
"A Collection of Anthems f o r Certain Seasons and Festivals" 
(1873). 
"The Sacred Compositions of Orlando Gibbons" (1873). 
With Dr E.G.Monk he edited "Anglican Psalter Chants" (1876) 
and "The Psalter Pointed f o r Chanting"; arid he helped 
W.H.Monk with H.A.M. ( I 8 6 l ) . 
He was a b r i l l i a n t organist, a remarkable player of extempore 
fugues. He d i s l i k e d Gregorian music on the one hand, as being 
"unsuitable to the English language"; and 19th century s e n t i -
mental hymn-tunes on the other. Speaking i n 1872 at a Church 
Congress i n Leeds, he included a short section on Hymns, and 
instanced as inappropriate "La Suissesse au ;bord du lac" 
(M.H.B.651a), sung to an English hymn, and asked: 
"How can such tunes - i n 6/8 time, i n t r i p p i n g measure, 
i n secular s t y l e , w i t h associations o f secular and even 
amorous and questionable words, - how can such tunes 
conduce to devotion? How can they enhance the perfection 
of sacred art? How can they f a i l to degrade that which 
they seek to exalt? How can they r e s u l t i n aught but the 
disgust and discouragement of a l l musical churchmen, the 
misleading of the unlearned, the abasement of sacred song, 
the f a l s i f i c a t i o n of public taste, and ( l a s t , but not 
l e a s t ) the dishonour of God and His worship?" ( l ) 
The great mission of his l i f e was the improvement of English 
Church worship, especially i n sacred music. Towards t h i s i d e a l , 
i n 185U he founded the choral school at St Michael*s College, 
Tenbury, f o r the study of cathedral music and to provide two 
1) . Joyce. " L i f e " page 16U-. 
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f u l l choral services d a i l y . By 1856 i t was established f o r 
the musical t r a i n i n g of clergy and organists i n cathedral music 
of the highest q u a l i t y . I t anticipated "by two generations the 
Royal School of Church Music and its'College of St Nicholas. 
P.W.Joyce remarks :^ "^  
"To i l l u s t r a t e the condition of country choirs i n the 
neighbourhood when St Michael's was f i r s t " b u i l t , i t may 
he mentioned that i n one church, only a few miles o f f , 
i t used then to "be the custom f o r a "barrel-organ to play 
the hymn-tunes f o r the required number of verses. No one 
sang, "but the people read the words s i l e n t l y to themselves J 
His valuable c o l l e c t i o n of music "books (especially 16th century 
Services and anthems), tr e a t i s e s and MSS now stands as one 
of the most important music l i b r a r i e s i n existence. He has -
two tunes i h M.H.B.: 
"Woolmer's" (662); i n H.A.M. ( l 8 6 l ) . 
"St Gabriel" (9*4-0); i n H.A.M. (1868). 
1 The Oxford Movement had i t s ef f e c t not only on con-
gregational music w i t h i n the Established Church, but had 
considerable influence outside i t ; the enlarged f i e l d of 
hymnody stimulated a fresh kind of musical composition by the 
l a t e nineteenth and early twentieth century tune-writers, 
coming through the channels of scholarship - beginning as 
early as Gore-Ouseley and extending as f a r as Vaughan-Williams, 
I t i s noteworthy that a very important development was 
connected with the new int e r e s t i n ancient church .history, and 
i n the seventeenth century divines, leading to the t r a n -
s l a t i o n of L a t i n and then of Greek Christian hymns by J.M. 
1) . "The L i f e of Si r F.A.Gore-Ouseley", page l 6 l . 
(I5i+. 
Neale and others, and to o r i g i n a l hymns "by such w r i t e r s 
as J.''Ke'"ble. 
Other tune-writers,of a similar accomplished type, who 
are included i n M.H.B. are: 
J.S.Anderson, P.Armes, T.Attwood, T.E.Aylward, J.Booth, 
J.B.Calkin, E.S.Carter, A.S.Cooper, R.P.Dale, G.J.Elvey, 
F. F i l i t z , M.B.Poster, G.M.Garrett, W.B.Gilhert, W.H. 
Gladstone, F.X.Gruber, L.G.Hayne, T.Hewlett, H.Hiles, 
W.Horsley, P.E.W.Hulton, H.S.Irons, K.Kocher, H.Lahee, 
A.Legge, G.Lomas, A.P.Lvov, A.C.Mackenzie, J.McMurdie, 
G. C.Martin, E.G.Monk, H.S.Oakeley, W.Owen, J.Parry, 
R.L.de Pearsall, S.Reay, J.Richardson, E.F.Rimbault, 
J.Roberts, C.Steggall, R.P.Stewart, 0.J.Stimpson, 
T.Turton, C.J.Vincent, G.P.Vincent, G.E.C.Willing, 
H. Wilson. 
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rv. A M E R I C A N HYMN-TUNE COMPOSERS. 
Methodist hymnody has "been considerably affected "by 
American influences. American compositions have "been adopted, 
p a r t i c u l a r l y i n r e v i v a l i s t quarters; various hymnbooks have 
included American "gospel" hymns with choruses, f o r use not 
only i n special "missions", "but as customary i n regular and 
ordinary church services. Further, a great many of the 
Sunday School hymns and tunes produced "by American composers 
have "been "brought int o common usage i n Methodism generally. A 
review of the "background w i l l help to provide a proper per-
spective "by which these matters may "be more f u l l y appreciated. 
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There were some seventy editions of "The Bay Psalm Book", 
the l a s t of which appeared i n 1773. -The early s e t t l e r s 
had no thought or opportunity f o r the improvement of 
church music; tune-hooks were scarce, few could read 
music, and singing degenerated sadly. I n New England, 
cl720, i t was noticed that the tunes, "being learned only 
"by ear, had diminished to about half-a-dozen, such as 
" L i t c h f i e l d " , "York", "Windsor", "St David's", "Martyrs", 
and these were so mutilated that the psalm-singing was a 
mere disorderly n o i s e . ( l ) So many graces had "been 
introduced that the tunes "became unrecognizable; the 
graces d i f f e r e d so much that no two congregations sang 
a tune i n the same way; and f o r lack of knowledge of 
the notes, the various members of a congregation did not 
keep together.(2) 
The o r i g i n a l issue of the "Bay Psalm Book" had no 
music, and the few tunes then i n use were sung "by r o t e . 
Even the "Bay Psalm Book" had "been opposed as an 
innovation - the objections were answered "by the Rev.John 
Cotton i n a t r a c t e n t i t l e d "Singing of Psalms a Gospel 
Ordinance" (l6U7). Ainsworth's version was used u n t i l 
l6k0, and continued i n and near Salem u n t i l 1667, and at 
Plymouth u n t i l I692. I n 1698 the n i n t h e d i t i o n of 
"The Bay Psalm 3ook" had 13 tunes, i n two parts; the 
fourteenth e d i t i o n i n 1709 had 12 tunes with melody only. 
I t may "be noted that i n 1699 the B r a t t l e Square Church 
decided that the pSslg)s:.S.hQuld "be sung without reading 
them l i n e by l i n e . ( 3 ) The music had improved, on the 
whole, during the nineteenth century. Lowell Mason raised 
the standard (or at least he prevented i t from f a l l i n g 
i n t o abysmal depths) - but many tune-books kept to 
V i c t o r i a n composers such as Dykes and Barnby ^who 
nevertheless were i n f i n i t e l y superior to the "gospel-
song" w r i t e r s ) . In the mid-century the flowing tunes of 
the eighteenth century had become debased with too many 
runs, roulades, repeats and other decorations, applied 
even to the s t a t e l i e s t of the old tunes, such as the 
"Old 100th" and " T a l l i s ' s Canon" - the l a t t e r , when 
extravagantly ornamented, being called "Brentwood". The 
return to s i m p l i c i t y was influenced by S.S.Wesley, 
Havergal, Goss and Gauntlett. Mason's influence was 
1) . .N.D.Gould: "History of Church Music i n America", pages 
33-36. 
2) . Scholes: C.0(.D.M. page 291. 
3) . W.A.Fisher: "Notes on Music i n Old Boston", pages 3-U. 
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intermediate; he had a genuine g i f t of melody and his 
tunes were always eminently singable, though they had a 
c e r t a i n sentimentality and even naSvite. But his work 
had r e a l value i n a t r a n s i t i o n a l capacity. America, i n 
the nineteenth century, was f a r behind England i n musical 
q u a l i t y - though the standard was better i n Canada than 
i n the United States. The older generation s t i l l avoids 
music which i t finds d i f f i c u l t because unfamiliar; and i n 
America, hymns and tunes may be reckoned to be some 
f o r t y years behind those of Great B r i t a i n . I n the 
twentieth century there was a r e v i v a l of J.S.Bach's and 
simila r chorales, of plainsong, folk-tunes, the "Old" 
Psalm-tunes, and of seventeenth and eighteenth century 
tunes, as well as the use of modern sty l e s . 
The early Puritans i n America would not allow an 
organ or any instrument i n church services. Towards the 
end of the eighteenth century a c e l l o was customary;,some 
used a pitch-pipe or tuning-fork; then other instruments 
were gradually adopted. As l a t e as 1800 there were less 
than a score of church organs i n New England; i n 1814 the 
singing i n Park Street Church, Boston, was s t i l i accom-
panied by a f l u t e , bassoon and bass v i o l ; i n 1845 the 
Hanover Street Church s t i l l used a c l a r i n e t , ophicleide 
and double-bass. I n the early nineteenth century the 
usual music i n the churches was supplied by c l a r i n e t , 
serpent and double-bass with a precentor. But i n pro-
gressive churches with organs, the choir was a large and 
properly organized body i n a singing school, with a good 
paid singing teacher; previously, solo-singing was not 
allowed i n churches, f o r fear of t h e a t r i c a l a f f e c t a t i o n . 
When "fuguing" tunes began to be disapproved, i n the 
early nineteenth century, an equally unfortunate fashion 
was substituted, of adapting hymn-tunes from the secular 
works of the c l a s s i c a l masters. About the same time, 
anthems began to be used, and the Harvard University 
Choir possessed "Thirty Anthems" (1814), a c o l l e c t i o n 
which included many works by Handel, P u r c e l l , C r o f t , Clark, 
and Byrd. The f i r s t organ was assembled i n 1714, the 
second i n 1745, but there was much opposition to them.(l) 
I n Massachusetts, organs were denounced by John Cotton and 
by Cotton Mather; i n 1771 a Congregational church refused 
to accept the g i f t of an organ, which then went to an 
Anglican church.(2) 
1) . Fisher: Op.cit. page 7, 
2) . R.M.. Stevenson: "Patterns of Protestant Church Music". 
page 17. 
P.A.Scholes: "The Puritans and Music", pages 246-248, 250. 
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The Rev. John Tufts of Newbury, Massachusetts, i n 
1712 published an "Introduction to the Art of Singing"; 
i t had 28 hymn-tunes (none of them "fugue" tunes) with 
" rules f o r singing; i t was i n 3-part open score with the 
i n i t i a l l e t t e r s of the old solmization imposed upon a 
5-line stave.(l) He t r a v e l l e d about, organizing singing-
schools and l e c t u r i n g on psalm-singing. This movement 
of singing "by r u l e " ( i . e . by notes and not by ear) was 
supported by the Revs.Thomas Dymmes of Bradford, Mass., 
Solomon Stoddard of Nathampton, Mass., Nathaniel Chauncey 
of New London, Connecticut, and Thomas Walker, M.A. of 
Roxbury who i n 1721 published "The Grounds and Rules of 
Musick explained, or an introduction to the a r t of 
singing by note." This book refers to the major and minor 
as "the sharp key" and "the f l a t key". I t i s mostly i n 
3-part harmony i n old notation, but a few tunes are i n im-
part harmony with the melody i n the tenor; i t has a 
commendatory preface by various Puritan ministers. I n 
1761+ Joseph Flagg published "A Collection of the best 
Psalm Tunes, i n 2, 3 and k parts". (2) I t was c h i e f l y the 
Puritan ministers who advocated singing-schools f o r 
psalmody, and the elderly conservative lay people who 
opposed them. Hymns (as d i s t i n c t from metrical psalms) 
were not generally used i n America u n t i l the mid-
eighteenth century; but the addition of hymns to the 
metrical psalms brought changes to the tunes, and the 
formation of choirs and singing-societies. Some singing 
schools f o r congregations provoked intense opposition at 
f i r s t , but f l o u r i s h e d l a t e r . ( 3 ) I n the l a t e eighteenth 
and early nineteenth centuries, the choirs of the various 
churches i n the smaller towns and r u r a l communities 
united in t o societies f o r weekly practices, i n Boston, 
with the newer psalm-tune c o l l e c t i o n s . I n the early 
nineteenth century, Boston publishers often reprinted 
English books which had no copyright i n America; two of 
these may here be mentioned: 
"The Old Colony Collection of Anthems". 
This had eleven items, including works by P u r c e l l , WanHey, 
Kent, Williams, Mason, Handel, Nares, John Stevens and 
Boyce. 
1) . N.D.Gould: "History of Church Music i n America" (Boston 
1853), page 37. 
2) . Fisher: Op.cit. page 10. 
3) . E.H.Pierce: "The Rise and F a l l of the Fugue-Tune i n 
America"; "The Musical Quarterly", Vol.XvT(l930), nage 
21ii. 
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"Sacred Melodies" (1818); compiled "by Oliver Shaw, 
This had two pieces "by Handel, three "by Haydn, one "by -
Mozart, two "by Beethoven (one "being an arrangement of 
the Romance i n G f o r v i o l i n & orchestra, Op.UO.) I n 
Boston, Mass. on June 13*1810, a concert included 
"Trumpet Concerto i n which w i l l "be introduced Pleyel's 
Celebrated German Hymn" ( c f . M.H.B.555). I n a concert 
i n Boston i n 1817, one item was Pleyel's "German Hymn'-' 
with Variations by Latour f o r piano and f l u t e . Thus 
the Vienna classics became known i n church choirs as well 
as i n concert h a l l s . 
I t i s thoroughly unsatisfactory to make an exception of 
"mission" tunes to everything else that has been professed, 
and to contradict agreed p r i n c i p l e s by allowing " t h i s type" of 
bad music, Late i n the nineteenth century, the "gospel" hymn 
became very popular i n r e l i g i o u s praise, not .only i n r e v i v a l 
meetings, but even i n regular public worship; both i n verse 
and i n music they reached the lowest standard imaginable. 
The popular evangelists propagated t h e i r own hymnbooks, i n 
To 
which weak sentimentality and egoitsm were matched with ranting, 
tunes; as a whole, r e v o l t i n g to the recently-acquired and 
precariously maintained better taste of the congregations. 
Thus " r e l i g i o n " comes to be associated with bad a r t , crude 
theology and unhealthy emotionalism. The vogue which a 
c e r t a i n type of cheap and vulgar tune gained i n some r e v i v a l s , 
has led to the b e l i e f that t h i s i s the only kind of music 
suitable, f o r mission services; but i t need not be so - the 
music can be of a robust and edifying character. 
The slower and more solemn psalm-tunes were driven out 
i n New England, and a new e a r - t i c k l i n g and irreverent' music 
dominated worship. As l a t e as 18U6, the tune required the 
f o l l o w i n g : 
(160. 
And ever i n t h i s calm abode 
May Thy pure S p i r i t he - r i t be, 
And guide us on the narrow road 
That terminates - minates i n Thee. 
The fugue-tune i n America began cl850 i n New England and 
spread to the south and near-west. I t exhibited bare 5ths, 
consecutive 5ths, over-lapping parts and other defects; i t 
probably originated w i th William B i l l i n g s . A minority, however, 
t r i e d to avoid the seductive "fuguing" tunes, and a better 
movement began to progress. Fugue tunes were not produced by 
L.Mason and his associates. Undoubtedly the o r i g i n a l source 
was i n England, where such composers as T.Clark, Stanley, 
W.Arnold, Leach, and Sh e f f i e l d organists l i k e Mather, Rogers 
and R.Bennett used a great deal of t h i s sort. A book by 
T.Williams of London was published i n Newburyport i n 1769; i t 
contained the f i r s t fuguing tunes ever seen i n America (such 
as the 34th Psalm) which were the forerunners of a l l l a t e r 
s i m i l a r music. I n the l a t e r nineteenth century there was a 
deplorable decline i n sight-singing and i n church choirs, and 
the congregations could no longer sing fugue-tunes e f f e c t i v e l y . 
WILLIAM BILLING-S was the f i r s t American hymn-tune composer; he 
was born i n Boston i n 1746 and died there i n 1800. He published: 
1770. "The New England Psalm Singer" - with 120 tunes and 
several anthems. 
1778. "The Singing Master's Assistant" (an abridged version of 
his 1770 book). This was his most popular p u b l i c a t i o n , 
and generally known as "Billings's Best". I quote the 
tune "Chester": see Musical Example, page 160a 
1781. "The Psalm-Singer's Amusement, Containing a number of 
Fuguing pieces and Anthems" 15 hymn-tunes and 9 
anthems. 
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1786. "The Suffolk Harmony" 
179U. "The Continental Harmony" - see Musical Example, pages 
l60a-l60b. 
He taught a singing-class; h i s s t y l e was crude - yet was a 
reaction from the previous d u l l s t y l e of psalm-singing. When 
the B r i t i s h forces occupied Boston he paraphrased Psalm 137 
thus: 
"By the r i v e r s of Watertown we sat down and wept, when 
remember thee, 0 Boston."(l) 
and he wrote t h i s o r i g i n a l hymn: 
1. Let tyrants shake t h e i r i r o n rod, 
And Slav'ry clank her g a l l i n g chains, 
We fear them not, we t r u s t i n God, 
New England's God f o r ever reigns. 
2. Howe and Burgoyne and Clinton too, 
With Prescot and Cornwallis j o i n ' d , 
Together plot our Overthrow 
I n one In f e r n a l league combined. 
3. When God -Inspir's us f o r the f i g h t , 
Their ranis were broke, t h e i r l i n e s were forc'd, 
Their Ships were shatter'd i n our s i g h t , 
Or s w i f t l y driven from our Coast. 
i+. The Poe comes on w i t h haughty S t r i d e , 
Our troops advance with martial noise, 
Their vet'rans f l e e before our Youth, 
And Gen'rals y i e l d to beardless Boys. 
5. What g r a t e f u l O f f ' r i n g s h a l l we b r i n g , 
What sha l l we render to the Lord? 
Loud Hallelujahs l e t us sing 
And praise his name on ev'ry Chord. 
THOMAS HASTINGS was born at Washington, L i t c h f i e l d County, 
Connecticut i n 1782+; from 1832 he was a Presbyterian choir-
1 ) . N.D.Gould; Op.cit. page 2+8 
(162 
Master i n New York, where he died i n 1872. He received the 
Mus.D'oc. degree from New York i n 1858. He wrote 600 hymns and 
1000 hymn-tunes, and issued 50 volumes of music. I n l8Uh he 
joined L.Mason and W.B.Bradbury i n edi t i n g psalmody c o l l e c t i o n s , 
and advocated improvements i n church praise. Sankey used many 
of his tunes. He devoted many pages, i n a l l his e a r l i e r works, 
to the rudiments of vocal music. His publications include: 
1816 "Musica Sacra" 
1830 "The Union Minstrel f o r Sabbath Schools" 
1831/2 " S p i r i t u a l Songs f o r Social Worship" ( w i t h Lowell 
Mason). This was published as a counter influence of 
Joshua Leavitt's "Christian Lyre" (I831) which had many 
catchy gospel-songs and popular secular tunes. Hastings 
and Mason i n t h e i r Preface deplored the prevalent use of 
"current love-songs, the vulgar melodies of the s t r e e t , 
of the midnight r e v e l l e r s , of the circus-and the ballroom 
- i n special seasons of r e v i v a l " . ( l ) The Preface to the 
fo u r t h e d i t i o n (I836) again depreciates and opposes the 
low standard of tunes f o r mission services. I t s own 
tunes were simple, d i g n i f i e d and worshipful, mostly.in 
2 or 3 parts i n open score. Near the end of the book -
are t h i r t e e n "Hints to Laymen, and to the Clergy". No. 
10 i s : "The practice of l i n i n g the psalm, as i t i s 
cal l e d , would nearly destroy the effect of these simple 
melodies. The practice i s a great i n j u r y to psalmody, 
under any circumstances; but here i t would be p a r t i c u l a r l y 
detrimental to the interests of devotion* Ought not a 
practice which seems to have originated in'the want of 
books, and the ignorance of l e t t e r s , to be abandoned, i n 
such an age of improvement as our own?" An adaptation 
of "Liebster Jesu" (M.H.B.752) i s cal l e d "Nuremburgh". 
"Lewes" (M.H.B.609) i s called "Georgetown". 
183U, 181+9. "The Mother's HymnBook" 
I836. "The Christ i a n Psalmist", 2 Vols, ( w i t h William Patton. 
Usually called "Watts & Select". 
1 ) . L.F.Benson: "The English Hymn", page 379 
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182+0. "The Sacred Lyre". 
1850. "Devotional Hymns and Religious Poems" 
1856. "Sacred Praise". 
1858. "Church Melodies" (w i t h his son, Thomas S.Hastings). 
This was the f i r s t American hook to have the hymn and 
i t s tune on the same page. Like the "Plymouth Collection" 
(1855) i t aimed to secure congregational singing i n 
public worship - many congregations used to s i t unconcerned 
during church praise, and had f a l l e n i n t o the habit of 
leaving the choir to do a l l the singing. 
His tune "Plymouth" (M.H.B.551) i s from his "The Manhattan 
Collection" (1837). 
LOWELL MASON was born at Medfield, Mass. i n 1792. Prom 1812 to 
1827 he was choirmaster, organist and School superintendent at 
an Independent-Presbyterian church i n Savannah, Georgia; i n 
1827 he moved to Boston, where he was organist of Dr Lyman 
Beecher's church, of which the choir gained a national 
reputation. Prom 1827 to 1832 he was President of the Handel 
and Haydn Society, which was la r g e l y recruited from church -
choirs, and i t s concerts devoted almost e n t i r e l y to church 
music. Mason was i t s musical d i r e c t o r and loading s p i r i t , 
conducting choral rehearsals and concerts. 
This Society began i n 1815; i n 1818 i t gave the f i r s t 
complete performance of an oratorio (^Messiah"); i n 
1821 i t published Mason's f i r s t c o l l e c t i o n of music; i n 
1879 i t gave the complete "St Matthew Passion". 
In 1832, with the help of G.J.Webb, Mason established the 
Boston Academy of Music. 
George James Webb was born i n W i l t s h i r e , England i n 1803 
and went to Boston, America, i n 1830; he was an organist, 
a teacher on the s t a f f of the Bos ton Academy <£ Music and 
conductor of i t s concerts; i n 182+0 he became President 
of the Handel and Haydn Society. He died at Orange, 
New Jersey i n 1887. He wrote and edited much music 
including: 
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I83U "Scripture Worship" 
1840 "The Massachusetts Collection of Psalmody". 
With L.Mason he comoiled 
1845 "The Psaltery" 
1848 "The National Psalmist" 
1850 "Cantica Laudis" 
I n 1830 Webb composed "Morning Li g h t " (M.H.B.821); i t 
was published i n "The Odeon, a Collection of Secular 
Melodies" by Webb and Mason (1837)» wherein i t i s set to 
"'Tis Dawn, the l a r k i s singing". I t i s cal l e d "Goodwin" 
i n "Cantica Laudis". I t was f i r s t used as a hymn-tune 
i n "The Wesleyan Psalmist" (1842); i n some hymnbooks i t 
i s called "Webb". 
In 1834 the Academy organized a choir which performed 
sacred music, oratorios and cantatas; t h i s choir was 
disbanded i n 1840; the Academy had a national influence 
f o r some f i f t e e n years, and ceased existence i n 1848. 
In 1837 Mason studied i n Wurtemberg and Switzerland, 
meeting Pestalozzi i n Zurich; he was i n England 1851-1853, 
where he was recognized as an author i t y , and lectured 
frequently on congregational singing and musical education. 
He gave valuable help i n the tune-book" Congregational 
Church Music" (1853) by his lectures i n the Weigh House, 
London, which were favourably noticed i n Spencer Curwen's 
"Studies i n Worship Music". (1880). 
I n 1853 he se t t l e d i n Orange, New Jersey, where he died i n 
1872. I n 1855 he received the degree of Mus.Doc. from New 
York. He compiled r e l i g i o u s and educational c o l l e c t i o n s , and 
conducted musical conventions and teachers' i n s t i t u t e s - he 
emphasized the importance of teaching music-teachers how to 
teach. Many of his forbears and descendants were musical, 
over a period of two centuries, covering six generations. 
"He was f o r twentyfive years the central f i g u r e of a 
period of musical progress which was unique because of 
i t s national scope" ( l ) 
l ) . E.B.Birge: "History of Public School Music i n the United 
States", page 19* 
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He h e l d that music i s not an end. i n i t s e l f , hut i t s highe s t 
and "best i n f l u e n c e i s moral; i t i s not merely an entertainment 
or a means of support, hut should he c u l t i v a t e d as a means of 
e l e v a t i n g the whole l i f e of the people. T h i s he sought i n 
t h r e e ways: 
1 } . By improving church music. 
2) . By i n f u s i n g i n t o the youth of the land a t a s t e f o r m u s i c a l 
c u l t u r e . 
3) . By introducing v o c a l music i n t o the common school 
curriculum. ( 1 ) 
Among Mason's very numerous p u b l i c a t i o n s may he mentioned: 
1821 "The Boston Handel and Haydn C o l l e c t i o n of Church Music". 
I n t h i s , Mason reharmonized tunes from the c l a s s i c a l 
masters as hymn-tunes; i t had 253 psalm and hymn tunes, 
many der i v e d from Beethoven, Haydn, Mozart; and 17 anthems. 
I 8 2 9 . "The J u v e n i l e P s a l m i s t " ; the f i r s t hook with music for 
Sunday Schools i n America. 
1831. "Church Psalmody" ( w i t h David Greene). I t had U5U psalms 
and 731 hymns ( o f which h21 were from Watts). But i t 
disregarded the authors' t e x t s - i t d e l e t e d or a l t e r e d 
them i n the supposed i n t e r e s t s of music. 
1832. "The C h o i r ; or Union C o l l e c t i o n of Church Music", with 
many arrangements from Haydn, Mozart, C h e r u b i n i , Nauman, 
Marcello, Mehul, Hummel, Winter, Weher, R o s s i n i and other 
eminent composers. 
1835. "The Boston Academy's C o l l e c t i o n of Church Music": t h i s 
i n c l u d e s many adaptations from the great composers. I t 
has only one tune "by W . B i l l i n g s ; and i t has Madan's 
"Denmark", s e t to Watts's "Before Jehovah's awful throne" 
(M.H.B.3). 
I t a l s o i n c l u d e s "Holly" (M.H.B.UlU) - c a l l e d "Holley" 
i n C.H., "by George Hews (l8o6-l873)> an o r g a n i s t and 
music teacher who l i v e d and die d a t Boston. I t i s f u l l 
of weak chromaticisms. 
I 8 3 9 . "The Modern P s a l m i s t " 
1 ) . A.L.Rich: "Lowell Mason", pages 6 0 - 6 2 . 
"Tottenham", i n L.Mason's "Carmina Sacra". (165a. 
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18U-1. "Carmina S a c r a " . I n t h i s , "Tottenham" has a H a l l e l u j a h 
from Handel; see-Musical Example, page l 6 5 a . 
18U1 "The Harp, A C o l l e c t i o n of choice Sacred Music; derived 
from the compositions of ahout one hundred eminent 
German, Swiss, I t a l i a n , French, E n g l i s h and other 
European musicians; a l s o o r i g i n a l tunes "by German, 
E n g l i s h and American authors", ( w i t h h i s "brother T.B. 
Mason). 
TIMOTHY BATTLE MASON was "born at Medfield, Mass. (not 
M i d f i e l d as i n M.M.H.B.) i n 1801. He was founder and 
conductor of the C i n c i n n a t i Handel and Haydn S o c i e t y , 
where he died i n 1861 ( t h e dates i n M.H.B.J4+9 are wrong, 
"being those f o r h i s "brother, L o w e l l Mason). 
"Eden" (M.H.B.M+9)» o r i g i n a l l y c a l l e d "Montgomery"; i n 
h i s "The Sacred Harp" ( I 8 3 6 ) . I t has a tendency to weak 
chromaticism. 
1853. "Musical L e t t e r s from Abroad: i n c l u d i n g d e t a i l e d 
accounts of the Birmingham, Norwich and Dusseldorf m u s i c a l 
f e s t i v a l s of 1852". 
He v i s i t e d Germany, France, Holland, Belgium and Great 
B r i t a i n ; and makes the f o l l o w i n g remarks: 
At a B a p t i s t Church i n London, the precentor read a 
whole stanza which was then sung "by the people, u n t i l 
the whole hymn was sung. 
He considered the performance of the Sacred Harmonic 
S o c i e t y , i n E x e t e r H a l l , to "be very i n f e r i o r , e s p e c i a l l y 
as compared w i t h the German c h o r a l c o n c e r t s . 
At Dr Binney's Church (The Weigh House) there was no 
c h o i r ; the congregation, l e d "by a precentor, s i n g s not 
only hymns "but chants and simple anthems. The congre-
gation stands f o r s i n g i n g . (Mason's tunes were introduced 
to England i n Binney's "Congregational Church Music" 1853). 
At a Wesleyan chapel i n Birmingham, a c h o i r of 200 
c h i l d r e n sang i n two p a r t s ( t h e g i r l s the upper and the 
"boys the l o w e r ) ; they attempted to s i n g too d i f f i c u l t 
music as l o u d l y as p o s s i b l e , i n c l u d i n g the " H a l l e l u j a h 
Chorus". 
He comments on the poor s t a t e of congregational s i n g i n g 
i n Scotland, l a r g e l y owing to the l a c k of organs and 
c h o i r s . 
1851+. "The H a l l e l u j a h " . 
1859. "The Sahhath Hymn and Tune Book f o r the S e r v i c e of Song 
i n the House of the l o r d " ( w i t h A.E.Park and A.Phelps). 
Commonly c a l l e d "The Andover Book". 
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(posth.) "Song i n Worship, An Address." ''This c o n t a i n s a "brief 
h i s t o r y of congregational s i n g i n g and suggestions f o r i t s 
most e f f e c t i v e use. 
His v a l u a b l e l i b r a r y comprised over 8000 p r i n t e d works, s e v e r a l 
hundred manuscripts, and included 700 volumes of hymnology 
and some l 6 t h and 17th century t h e o r e t i c a l works; i t was 
presented to Y a l e C o l l e g e a f t e r h i s death. 
Mason "believed t h a t a good n a t u r a l " c a p a c i t y f o r music 
i s much more common than i s g e n e r a l l y supposed: m u s i c a l 
t a l e n t i s wanting i n only a few". He followed the 
p r i n c i p l e s of P e s t a l o z z i , and NSgelioof Z u r i c h j many 
of the l a t t e r ' s manuscripts were "bought "by Mason, who 
found "Ripon" (M.H.B.561+) among them. He v i s i t e d many 
•European schools, to study t h e i r m usical i n s t r u c t i o n 
c o u r s e s , and he "became the pioneer i n t r a i n i n g t e a c h e r s 
of school music i n America, holding conventions i n v a r i o u s 
p a r t s of the country. He was an able propagandist f o r 
m u s i c a l a p p r e c i a t i o n , l i k e Curwen, Mainzer, H u l l a h and 
Waite i n England; h i s methods were s i m i l a r to those of 
Curwen: the movable Doh, and melody-making and i n s t r u -
mental performance "by c l a s s i n s t r u c t i o n . The aim was, 
to put things "before s i g n s , p r a c t i c e "before theory, 
p r i n c i p l e s "before r u l e s . The p u p i l should have a 
p r a c t i c a l knowledge of the r e a l i t i e s "before the names 
or symbols are given, or d e f i n i t i o n s r e q u i r e d . 
Music aannot "be understood from any d e s c r i p t i o n t h a t can 
be given i n words - r e a l knowledge of i t can only come 
from l i v i n g a c t i o n s . P u p i l s are to a c q u i r e a r e a l 
knowledge of things through t h e i r own observations and 
experience, or a c t i o n . The teacher i s not to teach by 
mere explanation, a s s e r t i o n or d e c l a r a t i o n ; teaching 
c o n s i s t s so l i t t l e i n t e l l i n g , and so e s s e n t i a l l y i n 
doing, that i t i s only by doing t h a t a complete idea of the 
r e a l i t y may be conyeyed. 
He wanted music to be an e s s e n t i a l element of education 
i n America; he was the f i r s t to introduce music as a 
s u b j e c t i n the school c u r r i c u l u m , beginning at Boston; 
through h i s strenuous e f f o r t s a g a inst o f f i c i a l r e l u c t a n c e 
he won a general acceptance of h i s methods. At f i r s t , 
some p r i v a t e schools were more r e c e p t i v e to the idea of 
m u s i c a l education f o r c h i l d r e n than were the p u b l i c 
( i . e . m u nicipal) school a u t h o r i t i e s . He s a i d : " C h i l d r e n 
must be taught music as they are taught to read" - which 
was a r a d i c a l idea i n t h a t day; there had been an absolute 
apathy i n America r e s p e c t i n g musical education, ( l ) 
1 ) . A.L.Rich: O p . c i t . pages 13, 65, 68-70. 
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There can he no doubt that Mason's work l e d to a greafe 
advance; he was the i n s p i r e r of a more c u l t u r e d church music 
i n America; c e r t a i n l y he stemmed the popular t i d e which was 
descending to worse th i n g s - i n r e l a t i o n to the circumstances 
of h i s time and environment, h i s i n f l u e n c e was r e a l l y f o r 
good. H i s compilations were s u p e r i o r to anything of the time, 
and c o n s i d e r a h l y s u p e r i o r to most of the l a t e r American hymn-
tune hooks. He was an ardent and magnetic advocate of 
congregational s i n g i n g . Dr A.Reed reported ( l ) t h a t : 
"The s i n g i n g g e n e r a l l y , and u n i v e r s a l l y with the Con-
g r e g a t i o n a l i s t s , i s not c o n g r e g a t i o n a l . I t i s a 
performance e n t r u s t e d to a hand of s i n g e r s , more or l e s B 
s k i l f u l . You have the sense of heing a s p e c t a t o r and 
a u d i t o r ; not of a p a r t i c i p a n t ; and t h i s i s d e s t r u c t i v e 
of the s p i r i t of devotion." 
Mason, Hastings and Wehh reformed the neglected c o n d i t i o n of 
church p r a i s e , hy l e c t u r e s , w r i t i n g s , s i n g i n g c l a s s e s f o r 
c h i l d r e n and c h o i r s . 
Many of the tunes i n t h e i r compilations were of t h e i r 
own composition; they were simple hut sound, and 
produced i n a genuinely devout s p i r i t . They t r i e d to 
withstand the encroachment of popular hut dehased 
r e v i v a l i s t tunes, which threatened to engulf the soher 
and halanced e x p r e s s i o n of worship. Mason l e d the 
movement from i n f e r i o r v e r s e and music, towards "better 
hymns and tunes; he was the l e a d e r of American psalmody 
reformers: hut he was not a great composer. H i s own 
music was s t r a i g h t f o r w a r d , with i n v a r i a h l y p l a i n d i a t o n i c 
s e t t i n g s , many of which are s t i l l used i n America today; 
almost every hymnal of the l a s t hundred y e a r s c o n t a i n s 
at l e a s t a few of h i s hymn-tunes; they have smooth rhythm 
hut are without o r i g i n a l i t y ; they have c o r r e c t harmony 
hut few modulations?-'he showed no contrapuntal s k i l l -
the i n n e r p a r t s are often s t a t i c . We should not agree 
l ) . I n "A N a r r a t i v e of the v i s i t to the American Churches hy 
the deputation from the Congregational Union of England 
and Wales" (1835). 
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with Breed & Boyd^ ' who r e f e r to Mason as "one who 
"beyond a l l others deserves to "be c a l l e d the Modern 
P a l e s t r i n a ; and with whom the p e r f e c t e d hymntune i s at 
l a s t introduced." Same of h i s tunes were adapted from 
c l a s s i c a l composers or from plainsong o r i g i n a l s . 
"Harlan" (M.H.B.238); composed f o r t h i s hymn i n 1831, o r i g i n a l l y 
c a l l e d " O l i v e t " ; p u b l i s h e d i n " S p i r i t u a l Songs" (Hastings 
& Mason). For i t s o r i g i n a l form see M.M.H.B. page 173» 
"Boston" (M.H.B.67I+)j i n "The Boston Handel & Haydn S o c i e t y 
C o l l e c t i o n " ( 3 r d e d i t i o n , 1821+), where i t i s c a l l e d 
"Hamburg". The harmony i n M.H.B. has "been r e v i s e d . 
"Ottawa" (M.H.B.780); i n the Index of the P r i m i t i v e Methodist 
Hymnal Supplement (1912) i t i s - not i n a p p r o p r i a t e l y -
c a l l e d "Wailing" ( a m i s p r i n t f o r "Waiting"). 
"Missionary" (M.H.B.801); w r i t t e n f o r t h i s hymn i n 1824; some-
times c a l l e d "Heber". Pu b l i s h e d i n the Handel & Haydn 
S o c i e t y C o l l e c t i o n ( 9 t h e d i t i o n ) . 
"Bethel"; i n the "Sabbath Hymn & Tune Book" ( 1 8 5 9 ) , w r i t t e n 
f o r Mrs S.F.Adams's hymn "Nearer, my God, to Thee" i n 
1856. I t was i n the P r i m i t i v e Methodist Hymnal ( I 8 8 9 , 
No.557). 
HBINBICH CHRISTOPH ZEUNER (1795-1857) was o r g a n i s t to the 
Handel & Haydn S o c i e t y , of which he was P r e s i d e n t i n 
I 8 3 8 . Among h i s p u b l i c a t i o n s was "The American Harp" 
( 1 8 3 2 ) ; t h i s i n c l u d e s " C a s t l e S t r e e t " , or "Luther's~ Chant" 
(A.T . 1 3 ) . 
I n 1855 the Rev.Henry Ward Beecher e d i t e d "The Plymouth 
C o l l e c t i o n " , with 367 tunes supervised by JOHN ZUNDEL 
(who wrote "Love D i v i n e " , M.H.B.i4-3l). The words were 
sometimes a l t e r e d , as i n Newman's poem (M.H.B.612) which 
i n the "Plymouth C o l l e c t i o n " begins: 
Send k i n d l y l i g h t amid t h * e n c i r c l i n g gloom 
And l e a d me on. 
The I n t r o d u c t i o n , by H.W.Beecher, s t a t e s : 
Not the l e a s t e x c e l l e n t are the popular r e v i v a l 
melodies, which, though o f t e n excluded from c l a s s i c 
c o l l e c t i o n s of music, have never been d r i v e n out from 
among the people. Because they are home-bred and 
1 ) . "The H i s t o r y and Use of Hymn Tunes". 
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fJopular, r a t h e r than f o r e i g n and s t a t e l y , we l i k e them 
none the l e s s . I n s e l e c t i n g music, we should not allow 
any f a s t i d i o u s n e s s of t a s t e to s e t a s i d e the l e s s o n s of 
experience. A tune which has always i n t e r e s t e d a con-
gregation, which i n s p i r e s the young, and lends to en-
thusiasm a f i t e x p r e s s i o n , ought not to he s e t a s i d e 
"because i t does not f o l l o w the r e i g n i n g f a s h i o n , or 
conform to the whims of t e c h n i c a l s c i e n c e . Tunes may 
"be very f a u l t y i n s t r u c t u r e , and yet convey a f u l l -
h earted c u r r e n t t h a t w i l l sweep out of the way the 
w o r t h l e s s , h e a r t l e s s t r a s h which has no merit except a 
l i t e r a l c o r r e c t n e s s . 
H a r r i e t Beecher Stowe ( s i s t e r of H.W.Beecher) wrote of the 
meeting-house of her childhood: 
But the glory i n the execution of those good o l d "billowy 
compositions c a l l e d fuguing tunes, where the four p a r t s 
t h a t compose the c h o i r take up the song, and go r a c i n g 
around one a f t e r another, each s i n g i n g a d i f f e r e n t s e t 
of words, t i l l at l ength, "by some i n e x p l i c a b l e magic, 
they a l l come together again, and s a i l smoothly out i n t o 
a r o l l i n g sea of harmony. I remember the wonder w i t h 
which I used to look from s i d e to s i d e when t r e b l e , 
tenor, counter, and "bass, were thus r o a r i n g and foaming, 
and i t v e r i l y seemed to me as i f the psalm were going 
to p i e c e s among the b r e a k e r s , and the d e l i g h t e d 
astonishment with which I found that each p a r t i c u l a r 
v e r s e did emerge whole and u n i n j u r e d from the s t o r m . ( l ) 
I n 1S53» v i s i t i n g S c o t l a n d , she w r i t e s : 
The Meeting i n Dundee was i n a l a r g e church. When they 
came to s i n g the c l o s i n g hymn, I hoped they would s i n g 
"Dundee"; but they d i d not, and I f e a r i n Scotland, as 
elsewhere, the c h a r a c t e r i s t i c n a t i o n a l melodies are 
g i v i n g way before more modern ones.(2) 
IRA DAVID SAWKBY (18U0-1908). I n Scotland there was a great 
deal of questioning about both s o l o - s i n g i n g and hymns of human 
composition, as w e l l as about organ accompaniment; on coming 
t h e r e , Sankey s a i d : 
1) . F i e l d s " L i f e and L e t t e r s " pages 8-9. 
2) . F i e l d s o p . c i t . page I 8 9 . 
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" I t was with some d i f f i c u l t y that I could get the 
people to s i n g , as they had not heen accustomed to 
the k i n d of songs that I was u s i n g . " 
He found Miss Camphell's "What means t h i s eager anxious throng" 
(M.H.B.152) the most e f f e c t i v e ; h i s own f a v o u r i t e songs were 
Miss Clephame's "There were n i n e t y and nin e " (M.H.B.33U) and 
the Rev.W.O.Gushing's "0 s a f e to the Rock" (M.H.B.i+99). 
Moody and Sankey were supported hy Dr H.Bonar, who wrote hymns 
f o r them, e.g. "Re j o i c e and he gla d " (M.H.B.230). 
Musical c o n s i d e r a t i o n s corrohorate the condemnation of 
the Van Al s t y n e and Sankey type of hymn: t h e i r tunes 
are no "better than the words which have r e c e i v e d various' 
s t r i c t u r e s . The melodies are unimaginative, and the 
harmony c o n s i s t s of s t a t i c "blocks of f u s s y c r o t c h e t s and 
quavers, crudely h u i l t on a stagnant tonic-and-dominant 
has s p a r t . T h e i r ignohle q u a l i t y i s "betrayed hy the 
f a t a l ease with which they are so prone to he parodied -
a d i s t r e s s i n g degradation which could never occur to the 
d i g n i f i e d language of the E n g l i s h B i b l e or the Book of 
Common P r a y e r . Moody once requested Sankey not to s i n g 
"Bringing i n the sheaves" again, l e s t i t should s e t the 
young people dancing - a j u s t comment on the u n f i t n e s s 
of that s o r t of d i t t y f o r re v e r e n t p u h l i c worship. 
"Jesus, I w i l l t r u s t Thee" (M.H.B.171); from "Gospel Songs" (1881). 
"Beneath the c r o s s of J e s u s " (M.H.B.197), publish e d i n "Gospel 
Hymns" 
"The n i n e t y and nin e " (M.H.B.33U); the time was sung extempore 
to these words, i n Edinburgh - the r e s u l t i s only what 
might he expected: i t shews that Sankey was not good at 
improvising. 
" I t p a s s e t h knowledge" (M.H.B.^36); i n "Gospel Hymns". 
" S h e l t e r " (M.H.B.U99); published i n "Welcome T i d i n g s " ; the 
harmony i s poor. 
" T r u s t i n g J e s u s " (M.H.B.517); i n "Gospel Hymns". 
ISAAC BAKER WOODBURY ( I 8 1 9 - I 8 5 8 ) ; he composed simple hymn-
tunes, i n c l u d i n g "Nearer Home" (M.H.B.658), p u h l i s h e d i n 
"The Choral Advocate" ( 1 8 5 2 ) . I n 1850 he puhlished "The 
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Dulcimer"; i n i t s Preface he s a y s : 
"An e n t i r e l y new f e a t u r e i s added, which cannot he found 
i n any other work of the k i n d . The "Oratorio of Absalom" 
has "been arranged and composed e x p r e s s l y f o r t h i s work. 
I t comprises many of the c l a s s i c a l gems from other 
•oratorios and s e l e c t i o n s from the masses and concerted 
works of Haydn, Hummel, Beethoven, R o s s i n i and other 
eminent composers. The accompaniments w i l l "be found 
simple and capable of "being performed "by amateur musicians 
that have not had much experience i n t h i s s t y l e of music." 
Other American composers found i n M.H.B; ar e : P . B l i s s . W.B. 
Bradbury. C.C.Converse. W.H.Doane. W.G.Fischer. B.R. 
Hanby. L.Hartshough. W.J.Kirkpafcrick. F.J.Knapp. 
R.Lowry. J.McGranahan. H.P.Main. T.E . P e r k i n s . D.B. 
Towner. The tunes of these w r i t e r s are p u e r i l e , 
s e ntimental or catchy, with a f e e b l e melodic l i n e . The 
harmony, naSve and u n s k i l l e d , banal and impoverished, 
shows the u s u a l f a u l t s of t h i s type of composition, a 
mechanical and stereotyped, or a jaunty, rhythm, with 
stagnant bass and too many f u l l c l o s e s . -
I n 1871 was p u b l i s h e d " C h r i s t i a n P r a i s e " - a poor book with --
degraded tunes, arrangements from c l a s s i c a l Masses, o r a t o r i o s , 
symphonies, operas; and with good tunes a l t e r e d and mutilated.' 
Many such books had inept harmony - p r a c t i c a l l y a l l t o n i c -
and - dominant, e s p e c i a l l y the "gospel-song" type; and there 
were many amateur hymn-tune "composers". P h i l i p P h i l i p s 
e d i t e d "The American Sacred Songster", "Song M i n i s t r y " , "The 
Voice of Song". They were b e s t - s e l l e r s both i n America and i n 
England, and d i d much to v i t i a t e musical t a s t e ; they were 
propagated e s p e c i a l l y by the S a l v a t i o n Army and the Church 
Army; e.g. "Church Songs" (188U) by the Revs. S.Baring-Gould 
and H.F.Sheppard; "Hymns and Choruses f o r Church M i s s i o n s " 
(1.885). I n 1895 was p u b l i s h e d , i n England, "The P r i m i t i v e 
Methodist M i s s i o n Hymnal" w i t h tunes. The P r e f a c e s a y s : 
Care has been taken to i n c l u d e a goodly number of such 
o l d ( s i c ) hymns as are g e n e r a l f a v o u r i t e s with our people. 
A c o n s i d e r a b l e number of the hymns have been s e l e c t e d 
from v a r i o u s p u b l i c a t i o n s which have a t t a i n e d 
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c o n s i d e r a b l e p o p u l a r i t y i n t h i s Country and i n America. 
There i s a f a i r l y l a r g e proportion of American "gospel-hymns" 
i n the "Methodist Sunday School Tune Book" (1911) - the 
"School Book of the Methodist Church" (1950) i s e n t i r e l y 
d i f f e r e n t . The solo-and chorus f e a t u r e lowers the standard of 
congregational worship, and i t u s u a l l y d i s c l o s e s the m u s i c a l 
i n c a p a c i t y , i n harmony and counterpoint, of the w r i t e r s . I t 
i s harmful to separate the o l d standard hymns from t h e i r 
d i g n i f i e d tunes and to connect them with p a l t r y melodies; 
sometimes to take the unwarranted l i b e r t y of adding a j i n g l i n g 
chorus, an a l i e n and unmusical r e f r a i n which a l t e r s the whole 
c h a r a c t e r of the author's v e r s e s , "Gospel-song" compilations 
have disseminated a depraved musical idiom i n which reverence 
and solemnity are undermined. 
V. THE LATE NINETEENTH CENTURY. 
I n the mid-nineteenth century, r e l i g i o u s music i n t h i s 
country was at i t s n a d i r ; popular t a s t e was then a t i t s 
lowest ebb of degradation and c o r r u p t i o n , and was s a t i s f i e d 
w i t h church p r a i s e of debased q u a l i t y . D.^.Tovey c a s t i g a t e s : 
'"She s t y l e the average Englishman l i k e s : t h a t i s to say 
a s t y l e compounded of the r e l i g i o u s and t h e a t r i c a l idioms 
of French, I t a l i a n and J e w i s h music of the mid-nineteenth 
century. That compound i s E n g l i s h i n so f a r as the 
general r e c i p e f o r i t i s not to be found i n any other 
country" ( l ) . 
l ) . "Essays i n Musical A n a l y s i s " , Vol.11, page lk3 
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Much p o p u l a r i t y was accorded to such works as S u l l i v a n ' s "The 
L o s t Chord" and "The Golden Legend", Cowen's "The C h i l d r e n ' s 
Home" and "The B e t t e r Land", S t a i n e r ' s "The C r u c i f i x i o n " , and 
to even more p a l t r y c a n t a t a s . I n the l a t e n i n e t e e n t h and 
e a r l y t w entieth c e n t u r i e s there was an enormous expansion of 
hymn-singing. There were many hymribooks i n the Church of 
England, owing to i t s extreme width of d o c t r i n e and i t s 
c o n s i d e r a b l e v a r i e t y of t a s t e i n hymn-tunes. (The Church of 
England has never had an authorized hymnbook - though the 
p o s s i b i l i t y was d i s c u s s e d by Canon T w e l l s at the Church Congress 
of I 8 9 U ) . E n g l i s h music i n general had a renascence at the 
t u r n of the century; P a r r y ' s "Prometheus Unbound" (1880) and 
" B l e s t P a i r of S i r e n s " ( I 8 8 7 ) i n i t i a t e d a r e v i v a l i n the s t y l e 
of v o c a l music, and recovered the f o r g o t t e n e f f e c t of massive 
c h o r a l w r i t i n g , as i n Blake's "Jerusalem" ( c l 9 1 5 ) . He and 
Sta n f o r d , aided by A.C.Mackenzie, B.Harwood and C.Wood, were 
emancipated from the i n f l u e n c e of Spohr and Gounod and even 
of Mendelssohn, and were uncompromising i n t h e i r p u r s u i t of a 
d i f f e r e n t and higher standard. 
We may " b l e s s p o l y t o n a l i t y f o r having removed from the 
modern musician a l l p o s s i b i l i t y of the chromatic s l u s h 
t h a t s t a r t e d with poor honest, broad-minded Spohr and 
drew i t s g l i s t e n i n g s n a i l - t r a c k over the chords - l o s t , 
s t o l e n and s t r a y e d - of l a t e r n i n e t e e n t h century m u s i c " . ( l ) 
P a r r y and Stanford s t i l l used V i c t o r i a n r e s o u r c e s , but i n a 
f r e s h , h e a l t h y and imaginative manner, with more thoughtful 
s k i l l . Tunes of a g r e a t e r v a r i e t y and s t r e n g t h were produced 
1 ) . D.V.Tovey: O p . c i t . V o l . I V , page 173. 
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•by C.H.H.Parry ( C l i n t o n " M.H.B.145, "Laudate Dominum" M.H.B. 
426, " I n t e r c e s s o r " M.H.B.911); by R.R.Terry ("Highwood" M.H.B. 
25k, "Doxford" M.H.B.805); "by Walford Davies ( " V i s i o n " M.H.B. 
260, "Christmas C a r o l " M.H.B.508); hy M.Shaw ("Marching" M.H.B. 
616, "Purpose" - unison with a canon - M.H.B.812, " L i t t l e 
Cornard" M.H.B.815)J and C.Wood ("Cambridge" M.H.B.639). The 
great c l a s s i c a l hymn-tunes, i n c l u d i n g those of the e a r l y 
eighteenth century, with which the e f f o r t s of Dykes, Barnby and 
S t a i n e r could not compete, were being r e d i s c o v e r e d . There 
was a r e t u r n to s i m p l i c i t y and reverence - though the music 
was not so massive as of o l d . E a r l i e r and purer forms of 
mediaeval and Reformation melodies, such as the "Songs" of 0. 
Gibbons (M.H.B.2k, 86, 178, 458 , 469, 501, 507) - but M.H.B. 
384 has not yet been r e s t o r e d to i t s t r u e rhythm; E n g l i s h and 
Welsh T r a d i t i o n a l melodies; the c h o r a l e s e t t i n g s of J.S.Bach 
and French Church Tunes were sought out; the o r i g i n a l rhythms 
of the "Old" Psalm Tunes, e s p e c i a l l y w ith t h e i r long notes, 
were r e s t o r e d ; descant and faux-bourdon were used, and modern 
tunes s p e c i a l l y w r i t t e n f o r unison s i n g i n g , with sweeping 
melodies and a wide gamut; f r e e rhythm ( a s e x e m p l i f i e d i n 
J . I r e l a n d ' s "Love Unknown" M.H.B.144), unequal b a r s or the 
omission of b a r - l i n e s . A few plainsongs are adapted to 
modern use i n M.H.B. without a p p r e c i a b l e d i s t o r t i o n : "Cora-
mandemens"(667), "Adoro Te"(69l), "Quern pastores"(894). True 
a p p r e c i a t i o n of j u s t v e r b a l a c c e n t u a t i o n had been shown by 
S.S.Wesley, and t h i s was continued by P a r r y , S t a n f o r d and 
l a t e r composers; thus some of the c h i l d r e n ' s hymns could be 
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taken i n speech-rhythm, at one heat per bar:."The Story of 
J e s u s " (M.H.B.857), "Westridge" (M.H.B.82+1), "St W i l f r i d " 
(M.H.B.17U). There was g r e a t e r freedom i n harmony: K.G.Finlay's 
pentatonic tune " G l e n f i n l a s " (M.H.B.838) ends with a p l a g a l 
cadence, and H.W.Davies's "God be i n my Head" (M.H.B.1+05) and 
P.O.Buck's "Gonfalon Royal" (M.H.B.882) end on the dominant 
( u n t i l the f i n a l "Amen"). 
JOHN FPrcT)ERICK BRIDGE was born at Oldbury, W o r c e s t e r s h i r e i n 
181+1+; he was o r g a n i s t at Manchester C a t h e d r a l ; and at West-
minster Abbey, where he found t h a t although the choirboys 
p r a c t i s e d d a i l y , so f a r as the men were concerned, "he did not 
f i n d t h a t the laudable customs of the Abbey inc l u d e d any 
r e h e a r s a l s " . He was knighted i n 1897 and died a t Westminster 
i n 192l+^ 1^ - not i n 1927 as s t a t e d twice i n M.H.B., and i n 
M.M.H.B. He e d i t e d the M.H.B. (1901+) tunebook, but not with a 
forward-looking approach. His compositions were not 
p a r t i c u l a r l y d i s t i n g u i s h e d ; he has s i x tunes i n M.H.B.(1933), and 
i s r e s p o n s i b l e a l s o f o r the arrangement of some of the 
"Responses" to the Commandments at the end of t h i s book. 
"Spean" (M.H.B.122); named a f t e r the r i v e r i n I n v e r n e s s - s h i r e ; 
h i s death i s wrongly dated at t h i s hymn as 1927 
"Shaftesbury" (M.H.B.203); i n J.Dobson's "Tunes New and Old" (1861+). 
"Oldbury" (M.H.B.179)J named a f t e r h i s b i r t h p l a c e . The change 
from minor to t o n i c major i s awkward, not to say im-
p r a c t i c a b l e f o r o r d i n a ry congregational s i n g i n g . "His 
death i s wrongly dated at t h i s hymn as 1927. 
1 ) . Confirmed at S.H. 
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"Good Shepherd" (M.H.B.334>; o r i g i n a l l y named "Ninety and Nine 
w r i t t e n f o r the "Methodist F r e e Church Hymns wi t h Tunes" 
(1889); he a l t e r e d i t s name i n M.H.B.(190^). 
"Crossing the Bar" (M.H.B.61+0); w r i t t e n f o r Tennyson's f u n e r a l 
s e r v i c e i n Westminster Abbey (1892)• 
"Lothian" (M.H.B.786); w r i t t e n f o r t h i s hymn, i n M.H.B.(190U). 
CHARLES HUBERT HASTINGS PARRY was born at Bournemouth i n 18U8; 
he was P r o f e s s o r of Music at Oxford (1900-1908); Mus.D. of 
Cambridge, Oxford and Dublin; was knighted i n 1898, became a 
baronet i n 1903, and died a t Rustington, Littlehampton, Sussex 
i n 1918. Among h i s p u b l i c a t i o n s a r e : 
1886 "Studies of Great Composers" 
1893,1896 "The E v o l u t i o n of the A r t of Music" 
1902 "Oxford H i s t o r y of Music", V o l . I l l (17th c e n t u r y ) . 
1909/1910 "J.S.Bach" 
1911 " S t y l e i n Musical A r t " 
1911 "College Addresses" 
He a s s i s t e d S i r George Grove w i t h h i s " D i c t i o n a r y of 
Music and Musicians", to which he c o n t r i b u t e d s e v e r a l 
a r t i c l e s . He was a pioneer of the renascence of E n g l i s h 
music ( i n f l u e n c e d somewhat by W.Boyce, but e s p e c i a l l y 
by S.S.Wesley); and at h i s b e s t with c h o r a l masses 
accompanied by o r c h e s t r a . T h i s was a new and s i n c e r e 
polyphonic w r i t i n g - not on the formal p a t t e r n s of the 
older o r a t o r i o s and t h e i r choruses, but growing d i r e c t l y 
from the p o e t i c idea of the words. His c h o r a l music was 
of m a s t e r l y c o n s t r u c t i o n and high q u a l i t y , i n which the 
form was more important than the c o l o u r , and the themes 
than the treatment. He was f i n e l y i n s p i r e d i n choosing 
and i l l u s t r a t i n g noble words, e s p e c i a l l y those which 
i n v i t e l a r g e c h o r a l volume and powerful climax, as i n 
the c a n t a t a s and motets of h i s l a t e r y e a r s . He was 
remarkably s u c c e s s f u l i n f i t t i n g the t e x t s to music 
which p e r f e c t l y corresponded i n the accent and rhythm 
of n a t u r a l speech. He was c h i e f l y i n f l u e n c e d by J.S. 
Bach, Wagner and Brahms, whom he resembled i n h i s g i f t 
f o r melody - though h i s e x c e l l e n t workmanship was a' 
l i t t l e a u s t e r e . His s t y l e was spacious and d i g n i f i e d , 
noble and s e r i o u s , strong and thoughtful, and consummate 
i n i t s cumulative e f f e c t s . In. much of h i s composition, 
the tune f i t s the words so e x c l u s i v e l y t h a t i t cannot 
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e a s i l y "be t r a n s f e r r e d . His appeal only t o the highest 
f e e l i n g s i s i l l u s t r a t e d "by these e x t r a c t s which I have 
c o l l a t e d from h i s works, "because they are r e l e v a n t t o 
the q u a l i t y and s t y l e o f hymn-tunes as w e l l . 
"One s p e c i a l l y g i f t e d w i t h i n s i g h t , who has t r a i n e d h i s 
g i f t s "by study and contemplation, should o f f e r what i s 
e l e v a t i n g and i n s p i r i n g . But the "big u n c u l t i v a t e d p u b l i c 
does not l i k e the e x e r t i o n o f long continuous a t t e n t i o n . 
I t takes generations t o purge out the "baser products, 
although the higher q u a l i t i e s do u l t i m a t e l y s u r v i v e . 
Pine a r t o f any k i n d p e r s i s t s i n defiance of unfavourable 
c o n d i t i o n s , and i t s appreciators are always i n a m i n o r i t y . 
The "best work can onl y "be the product o f c o n v i c t i o n . 
Although the t h i n g s which please s u p e r f i c i a l l y soon p a l l , 
y et the higher q u a l i t i e s continue t o a t t r a c t the "best 
minds o f successive generations, and they c o r r e c t the 
shortsightedness of the p u b l i c at an ephemeral moment. 
I n Wagner's case, the very h o s t i l i t y of the p u b l i c drove 
him i n upon h i m s e l f , and induced him t o take d e l i g h t i n 
the highest exercise of h i s powers. 
The best music presupposes a capacity i n the hearer 
f o r continuous and a l e r t a t t e n t i o n . The m u l t i t u d e who do 
not understand, c a r r y a l l t h i n g s before them f o r a time 
by weight of numbers. 3ut i n the end q u a l i t y t e l l s 
against q u a n t i t y . The undeveloped mind l i k e s music which, 
i s c o n s t a n t l y p r e t t y or e x c i t i n g or sentimental. I t l i k e s 
a mosaic of fashionable and a t t r a c t i v e phrases, t o 
which i t i s w e l l accustomed. The a r t which i s h i g h l y 
organized, c l o s e l y k n i t and f i n e l y developed i s of no 
use t o i t . The adequate and progressive composer must 
s t e e l h i s heart t o l a c k of general a p p r e c i a t i o n , and the 
acceptance of hardship and d i f f i c u l t y . A man i s s t r e n g t h -
ened by the necessity of being self-dependent. 
The r e a c t i o n a r y i n f l u e n c e s of the audience upon s t y l e , 
are g r e a t e r i n music than i n any other a r t or i n l i t e r a t u r e , 
because a general r e f u s a l t o give ear, or an i n a b i l i t y 
t o understand a work of musical a r t , means p r a c t i c a l 
e x t i n c t i o n . Hence the t a s t e of the p u b l i c d e t e r i o r a t e s , 
f o r few composers have the firmness and determination 
of character to maintain t h e i r independence, and t o give 
what they know to be good, r a t h e r than what they t h i n k 
w i l l please. Folksongs were b e a u t i f u l , simple, sincere 
and h e a l t h y . Modern music-hall tunes are brazen and 
inane, gross and b l a t a n t . 
The sincere composer must have the audience i n h i s 
mind's eye, not t o gain i t s applause, but t o gain i t s 
a t t e n t i o n , he must not ignore i t s standard o f r e c e p t i v i t y . 
A composer should speak f o r h i m s e l f , and not say merely 
what the audience wa i t s t o hear and i n the manner i t 
wants t o hear i t . " 
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Among h i s very voluminous compositions were: 
1887 "Blest P a i r of Sirens", i n 8 p a r t s w i t h o r c h e s t r a ; a 
good and "broad d e v o t i o n a l work which was used f o r the 
Queen's J u b i l e e c e l e b r a t i o n s 
1888 " J u d i t h " (Birmingham); the most popular but l e a s t d i s -
t i n g u i s h e d of h i s o r a t o r i o s . The hymn-tune "Repton" i s 
set i n most modern hymn-books t o W h i t t i e r ' s "Dear Lord 
and Father" (M.H.B.669); i t i s a b a l l a d a i r i n t h i s work. 
1891 "De p r o f u n d i s " ( H e r e f o r d ) . Psalm CXXX f o r soprano s o l o , 
3 c h o i r s and orchestra. 
1902 Coronation Anthem: " I was glad when they s a i d unto me". 
1903 "War and Peace" (Royal Choral Society") 
1911 "Te Deura i n D" (Coronation, Westminster Abbey). 
1916 "Jerusalem"; Blake's verse i s i n M.H.B., but not the tune, 
which i s i n many other hymnbooks. 
1916-1918 "Songs of Farew e l l " . Six unaccompanied motets; they 
are r e l i g i o u s but not l i t u r g i c a l , and e x h i b i t a massive 
yet t r a n q u i l s p i r i t u a l d i g n i t y ; they are comparable w i t h 
the works of J.S.Bach and Brahms. 
He has s i x tunes i n M.H.B.: 
" C l i n t o n " ( 1 ^ 5 ) ; i n "The Songs of P r a i s e " ( I 8 7 6 ) . 
" P i l g r i m Brothers'^ 252); an adaptation by S i r F.Bridge f o r 
M.H.B. ( I 9 0 i | ) , from Parry's Symphonic Ode "War. and Peace" 
( 1 9 0 3 ) » o f which the words and music were both h i s own. 
"Laudate Dominum" (1+26); the f i n a l chorus from h i s anthem "Hear 
My words, 0 ye people", composed i n I 8 9 U f o r the F e s t i v a l 
of the S a l i s b u r y Diocesan A s s o c i a t i o n . I n C.H . ( l68) the 
more v i t a l and v a r i e d use of the cadences f o r "Amen" 
are r e t a i n e d , and there i s a unison verse w i t h f r e e organ 
accompaniment; t h i s i s used also i n H A.M. (1916]with 
2nd Supplement), hymn 308 , f o r H.W.Baiter's "0 p r a i s e ye 
the Lord". 
" I n t e r c e s s o r " ( 9 1 1 ) ; i n a modal s t y l e . Set i n H.A.M.(1901+) t o 
Miss G-reenaway's "0 Word of P i t y " (M.H.B.21+0). 
" J u b i l a t e " (98*0; i n "The Hymnal Companion" 
"Marylebone"(A.T.32); w r i t t e n f o r M.H.B.(1901+. ) 
(181. 
CHARLES VILLIERS STANFORD was "born i n D u b l i n i n 1852 ; he was 
or g a n i s t at T r i n i t y College, Cambridge ( 1 8 7 3 - 1 8 9 2 ) ; conductor 
of the Cambridge U n i v e r s i t y Musical Society from 1$73 f o r 
some twenty years; Professor at the R.A.M. from 1883 f o r 
n e a r l y f o r t y years; conductor of the London Bach c h o i r (1885-
1902); Professor of Music at Cambridge from 1887 f o r over t h i r t y 
years; i n I887. he "became conductor o f the Royal College of 
Music orchestra; i n 1898 conductor of the Leeds Philharmonic 
Society and conductor of the Leeds F e s t i v a l ( 1 9 0 1 - 1 9 1 0 ) . He 
received the degree of Mus.Doc. from Oxford i n 1883 and from 
Cambridge i n 1888 , and was knighted i n 1 9 0 1 , He die d at St 
Maryle"bone, London i n 192U and was "buried i n Westminster Abbey. 
He was a supreme w r i t e r of solo-songs w i t h p i a n o f o r t e . 
accompaniment, seeking f o r a p t i t u d e f o r the voice w i t h 
p e r f e c t i o n of d e t a i l , and t h a t the poetry ( n o t the music) 
should be the f i r s t c o n s i d e r a t i o n , and t h a t the emotions 
should be expressed c l e a r l y and b r i e f l y . His b r i l l i a n t 
i n s p i r a t i o n was conveyed through e x c e l l e n t craftsmanship; 
and h i s s i n c e r i t y o f purpose never compromised w i t h 
i n f e r i o r i t y o f q u a l i t y . He was a v e r s a t i l e and p r o l i f i c 
composer, w i t h imaginative i n v e n t i o n and a p o l i s h e d s t y l e . 
Though i n f l u e n c e d by Brahms and Wagner, he was imbued 
w i t h the romantic charm o f I r i s h f o l k s o n g . His church . 
music has been considered i n f e r i o r t o h i s secular c h o r a l i?:?-! 
works, nevertheless he was a f i n e church musician, and 
was i n E n g l i s h s t y l e the successor t o S.S.Wesley. He and 
C.H.H.Parry broke away from the d e f i c i e n c i e s o f . t h e 
n i n e t e e n t h century manner and, supported by A.C.Mackenzie, 
ushered i n the reforms which marked, the close o f the 
V i c t o r i a n p e r i o d and re v i v e d E n g l i s h music. I n h i s 
harmony, dominant and diminished sevenths are l e s s used, 
and the minor t r i a d s more used. His basses move a c t i v e l y , 
whereas p r e v i o u s l y they had been very apt t o be stagnant 
(many hymn-tunes s t a r t e d the whole f i r s t l i n e v/ith an 
unchanged t o n i c i n the bass - apparently a convention o f 
the p e r i o d ) . Stanford eschews the tonic-and-dominant r u t 
of the n i n e t e e n t h century type o f church music, and 
b r i n g s a f r e s h s p i r i t i n t o i t s d u l l n e s s . He says ( l ) t h a t 
the conventional hymn and tune "represents for the church 
the equivalent o f the r o y a l t y b a l l a d f o r the concert room; 
1 ) . "Pages from an Un w r i t t e n D i a r y " , pages' 310-311 
(182. 
they degrade r e l i g i o n and i t s services ?ri.th slimy and 
stifeky appeals t o the senses, instead of ennobling 
and strengthening the higher i n s t i n c t s . They are 
f l a s h y enough t o seduce the untutored l i s t e n e r and t o 
s p o i l h i s p a l a t e f o r wholesome and simple f a r e : much 
of the l a t e s t comic song w i l l t e m p o r a r i l y e x t i n g u i s h 
the "best f o l k - t u n e " . 
I n h i s Church Services he p a i d p a r t i c u l a r regard t o v e r b a l 
rhythm, t o s i m p l i c i t y and economy of musical form and content; 
the r e s u l t i s reverent and s a t i s f y i n g . He e x h i b i t e d ( l i k e 
C.H.H.Parry and Robert Bridges) a s u b t l e f e e l i n g f o r t r u e and 
j u s t v e r b a l accentuation; he had also a h i g h l i t e r a r y s e n s i -
b i l i t y f o r the t e x t ; some of h i s Services used plainsong 
sources. 
"St Columba" (M.H.B.51); h i s arrangement o f a t r a d i t i o n a l 
I r i s h melody (which may be a nin e t e e n t h century t u n e ) ; 
i n the ( I r i s h Episcopal) "Church Hymnal" ( 1 8 7 U ) . He 
wrote also an organ prelude on t h i s tune. 
"Orient" (M.H.B.132); i n Novello's "Christmas C a r o l s " ( l 8 9 U ) . 
"St P a t r i c k " (M.H.B.392); arranged by St a n f o r d . 
"Slane" (M.H.B.632); arranged by Stanford; mainly p e n t a t o n i c , 
ending i n a p l a g a l cadence w i t h the Added S i x t h . 
RICHARD RUNCIMAN TERRY was born at E l l i n g t o n , Northumberland 
(not at Morpeth nor at Newcastle as sometimes s t a t e d ) , i n 
I 8 6 5 . He h e l d a cho r a l scholarship at King's College, 
Cambridge,where he was the p u p i l of C.V.Stanford and A.H.Mann, 
and learned the hi g h standards of unaccompanied s i n g i n g w i t h 
small c h o i r s o f boys' voices. Having j o i n e d the Roman Church 
i n I 8 9 6 , he became music-master at Downside Benedictine Abbey, 
( 1 8 3 . 
Bath, where he d i d much music, mainly mnaccompanied, by Byrd, 
Taverner, P h i l i p s , P a l e s t r i n a , P e r g o l e s i , V i t t o r i a , A r c a d e l t 
and Tye. I n 1898 at Downside they sang three masses o f 
P a l e s t r i n a , p a r t of one by T a l l i s , and motets by P a l e s t r i n a , 
Tye, Byrd, T a l l i s , F a r r a n t , V i t t o r i a and Moreira. I n I 8 9 9 
they sang Byrd's Mass f o r f i v e voices - probably i t s f i r s t 
performance since the Reformation three c e n t u r i e s b e f o r e . 
He was D i r e c t o r of the Westminster Cathedral Choir ( 1 9 0 1 - 1 9 2 U ) ; 
he received the degree of Mus.D.(Dunelm); was knighted i n 
1 9 2 2 , and died i n Kensington i n 1 9 3 8 . ^ 
The Tudor composers - r e p r e s e n t a t i v e s o f the great s i x -
t e e n t h century polyphonic p e r i o d - were re-discovered 
i n the e a r l y t w e n t i e t h century. For a q u a r t e r o f a 
century R.R.Terry r e v i v e d t h i s unaccompanied vocal 
music by Fayrfax, Tye, Taverner, T a l l i s , Byrd, P h i l i p s , 
Whyte, Mundy, Morley, Parsons, Diering,'Shepherd and 
such e a r l y E n g l i s h musicians as had w r i t t e n f o r the 
L a t i n r i t u a l ; at Westminster Cathedral he e s t a b l i s h e d 
the musical t r a d i t i o n f o r the whole of the Roman 
L i t u r g y i n England. He wrote f i v e Masses and one 
Requiem f o r the Roman L i t u r g y . He e d i t e d much s i x t e e n t h 
century English and other polyphonic music from 
manuscripts at Oxford and i n the B r i t i s h Museum, 
i n c l u d i n g the w r i t i n g s o f T a l l i s , Whyte and Mundy which 
had not been touched since the Reformation; together 
w i t h shanties, folk-songs and c a r o l s . His p u b l i c a t i o n s 
i n c l u d e : 
1931 "The Music of the Roman R i t e " 
1929 "A Forgotten P s a l t e r " 
1932 "Calvin's F i r s t P s a l t e r " 
1933 "Two Hundred Folk Carols" 
1 ) ; Checked at S.H. 
Some exaraploe of m e t r i c a l v a r i e t y which (183a. 
R.R.Terry quotes from the 1635 S c o t t i s h P s a l t e r . 
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! Psalm V I I . 
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183b). 
Psalm XVTII " I n Reports". (Melody i n Church P a r t ) . 
See M.H.B.24. 
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'•Old 113th" (continued). 
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Psalm 113 i n R e p o r t s , ( S c o t t i s h 1635); continued. 
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Psalm 113 i n Reports ( S c o t t i s h 1635), q ^ b f l f a ^ a ^ ^ 
concluded. 
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Psalm 118: "Give t o the Lord a l l p r a i s e and 
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p2SSr* ^ r ^ S £.S?£Stti.H P s a l t e r 1564). See 
1S.H.B.756. 
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Psalm 118 (Sco t t i s h P s a l t e r 1635), concluded. 
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Psalm 124 (Sc o t t i s h 1635), concluded. 
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part of M.H.B.446, where tne top l i n e 1B the T r l W l e , not 
the Church Part. 
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Paalm 44. *Our eares-tiave^heard our fathers t e l l " , 
(Sternhold). Scottish P s a l t e r 1635. In the Genevan P s a l t e r 
1556, retained in the Scottish P s a l t e r 1564. 
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183.1.) "Old ffiffiff" ( S c o t t i s h P s a l t e r 1635). 
In Ktfphl's "Psalmen und G e i s t l i c h e Lleder"(,1657, 
Strasbftrg) set to Lather's "Vater unser ira Himrnelreich"; i n 
the Scottish (1561) to Kethe's "The man i s blest that-God dotli 
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The s t y l e o f h i s hymn-tunes was t r a n s i t i o n a l "between the 19th 
and 20th c e n t u r i e s . F o r t y s i x of h i s tunes were i n the "West-
minster Hymnal"(1912) which he e d i t e d . I n i t s Preface he 
says: 
"Some of these tunes are good, some are i n d i f f e r e n t , 
and some had. But i t has "been f e l t t h a t since those of 
the last-named class have been - f o r one generation at 
l e a s t - "bound up w i t h the pious associations o f so many 
holy l i v e s , t h i s i s har d l y the occasion f o r t h e i r sup-
press i o n . They have t h e r e f o r e "been r e t a i n e d , although 
t h i s r e t e n t i o n cannot "be j u s t i f i e d on musical or other 
a r t i s t i c grounds. A l t e r n a t i v e tunes have "been provided 
to most of them." 
Seven o f h i s tunes ( i n c l u d i n g "Highwood") are r e t a i n e d i n the 
Westminster Hymnal" (1939). 
"Highwood" (M.H.B.25U); w r i t t e n f o r Mrs Gurney's "0 p e r f e c t 
Love" (M.H.B.777). 
"Doxford" (M.H.B.805); w r i t t e n f o r t h i s hymn. 
"Sannox" (M.H.B.887); an adaptation from a 1777 Gesangbuch. 
For some examples o f m e t r i c a l v a r i e t y rrtiich Terry quotes from 
the 1635 S c o t t i s h P s a l t e r , see Music Example, pages I83a-l83.l). 
ROBERT BRIDGES (18UU-1930) had h i g h l y s e n s i t i v e d i s c r i m i n a t i o n 
i n rhythmic f e e l i n g ; he wrote i n 1911:^^ 
Let no one t h i n k t h a t the Church can put the a r t i s t i c 
question on one s i d e . There i s no escape from a r t ; a r t 
i s only the "best t h a t man can do, and h i s second, t h i r d 
f o u r t h or f i f t h "best are only worse e f f e c t s i n the same 
d i r e c t i o n , and i n p r o p o r t i o n as they f a l l short of the 
"best, the more p l a i n l y "betray t h e i r a r t i f i c i a l i t y . To 
refuse the best f o r the sake of something i n f e r i o r o f 
the same k i n d can never be a p o l i c y ; i t i s r a t h e r an 
1). Published i n a pamphlet by the Church Music Society i n 
1912, and i n "Collected Essays XXI-XXVI" (1935), pages 6U, 70-72. 
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uncorrected "bad habit, t h a t can only "be excused "by-
ignorance; and ignorance on the question o f music i s 
every day "becoming less excusable. Music "being-; the u n i -
v e r s a l expression of the mysterious and s u p e r n a t u r a l , i s 
capable of u n i t i n g i n common devotion^minds t h a t are 
only separated "by creeds, and i t comforts our hope w i t h 
a "brighter promise o f u n i t y than any l o g i c o f f e r s . 
.There should "be some services p e r i o d i c a l l y i n which 
the music and hymntunes are a l l good. Any s o c i e t y f o r 
the improvement o f Church music can deal only w i t h the 
w o r t h i e r music ;• i t should not meddle w i t h the unworthy 
s o r t s . - To a c e r t a i n e x t e n t , the a r t i s t i c form o f the 
hymn-tunes. renders them independent of the grammar of... 
the words, i . e . the accented notes i n the tune need not 
always r e q u i r e a corresponding accent i n the words. I 
t h i n k t h a t the i n t e l l i g e n t hymn-singer i s g e t t i n g much 
too squeamish on t h i s head. I do not f i n d t h a t an 
occasional disagreement "between the accent o f words and 
of music offends me i n a hymn. A f i n e tune i s an un-
a l t e r a b l e a r t i s t i c form, which pleases i n i t s e l f and 
f o r i t s e l f . The n o t i p n o f i t s g i v i n g way t o the words 
i s impossible. The words are "better s u i t e d i f they f i t 
i n w i t h a l l t he q u a n t i t i e s and accents o f the tune, "but 
i t i s almost impossible and not necessary t h a t they 
should. Their mood i s what the tune must "be t r u e t o ; 
and the mood i s the main t h i n g . I f the, tune also i n -
c i d e n t a l l y r e - i n f o r c e s important words, or phrases, t h a t 
i s a l l the "better, and where th e r e are r e f r a i n s , or 
r e p e t i t i o n s o f words, the tune should be designed f o r 
them; but the enormous power t h a t the tune Mas of 
enf o r c i n g or even c r e a t i n g a mood i s the one i n v a l u a b l e 
t h i n g o f magnitude which over - r u l e s every other con-
s i d e r a t i o n . Music cannot be equated item f o r item w i t h 
verse. A melody i s a whole, and the notes which are i t s 
u n i t s r e t a i n none of t h e i r meaning when i s o l a t e d -
u n l i k e the i n d i v i d u a l words which are the u n i t s o f the 
verse. I t i s wrong t o r a i s e an expectation which i s 
bound to be o f t e n disappointed, and thus provoke a 
c r i t i c a l a t t i t u d e incompatible w i t h r e l i g i o u s emotion. 
Of course the opposite i s true''of c h a n ting, the essence 
of which i s , t h a t i t should f o l l o w the speech-rhythm, 
and becomes absurd when t r e a t e d as a hymn-tune. 
No precentor who has ever i n s t r u c t e d a c h o i r i n good 
chanting would suppose i t p o s s i b l e f o r a congregation 
t o 3*oin i n such s i n g i n g . No one can sing the psalms who 
does not know them by h e a r t . ( l ) 
l ) . I b i d , page 13k 
,(186. 
On the other hand, Dr Bridges r a i s e s c o n s i d e r a t i o n of the 
question; when poets w r i t e a hymn expressly f o r a 
p a r t i c u l a r tune - which has a r e g u l a r and i n f l e x i b l e 
arrangement of accents i n every verse - why do they 
not take care t o avoid i r r e g u l a r i t y of accents i n 
d i f f e r e n t verses of the poem?,.,.,. Of te n the f i r s t verse 
f i t s the tune, "but some of the other verses do not. 
Elsewhere he made the shrewd' c r i t i c i s m t h a t the musical 
people would r a t h e r l i s t e n , and those unmusical would 
a l l " r a t h e r sing - which has a l a r g e measure of t r u t h . ( l ) 
I n C.Wesley's "0 Thou who earnest from above" (M.H.B.386), Dr 
Bridges says " i n e x t i n g u i s h a b l e " (verse 2) cannot, he 
sung ( h u t i t jj> commonly sung without d i f f i c u l t y , or 
a n y " i l l sound or e f f e c t ) . So he a l t e r e d the word t o 
" e v e r - b r i g h t , undying", B i c k e r s t e t h also t r i e d , a l t e r i n g 
i t . 
Richard Hooker wrote: (2) 
I n church music, c u r i o s i t y and o s t e n t a t i o n of a r t , 
wanton or l i g h t or unsixitable harmony, such as only 
p l e a s e t h the ear and doth not n a t u r a l l y serve t o the 
very k i n d and degree of those impressions which the 
matter t h a t goeth w i t h i t l e a v e t h , or i s apt t o leave 
i n men's minds, bo t h r a t h e r blemish and disgrace t h a t 
we do than add e i t h e r beauty or f u r t h e r a n c e unto i t . . 
Dr Bridges eloquently r e - i n f o r c e d t h i s theme: 
And i f we consider and ask ourselves what s o r t of music 
we should wish t o hear on e n t e r i n g a church, we should 
s u r e l y , i n d e s c r i b i n g our i d e a l , say f i r s t o f a l l t h a t 
i t must be someting d i f f e r e n t from what i s heard 
elsewhere; t h a t i t should be a sacred music, devoted t o 
i t s purpose, a music whose peace should s t i l l passion, 
whose d i g n i t y should strengthen our f a i t h , whose . 
unquestioned beauty should f i n d a home i n our h e a r t s , 
to cheer us i n l i f e and death; a music worthy o f the 
f a i r temples i n which we meet and of the hol3r words of our 
l i t u r g y ; a music whose expression o f the mystery o f 
t h i n g s unseen never allowed any t r i f l i n g motive t o r u f f l e 
the s a n c t i t y of i t s reserve. What a power f o r good 
such music would, have. (3) 
1) . I b i d , page 28. 
2) . " E c c l e s i a s t i c a l P o l i t y " , F i f t h Book, X.XXVTII, 3. 
3) . " C ollected Essays". XST--^SiESI , f^^' 
(187. 
He contended t h a t the tune i s more important ( w i t h i n reasonable 
l i m i t s ) than the words, "because the "best words can be s p o i l e d 
by bad music, and unworthy words can become improved by good 
music. This p r i n c i p l e was corroborated by W.T.Stead:v ' 
Luther was one of the f i r s t t o mark the great t r u t h t h a t 
the tune i s more important than the words. With him the 
tune was f i r s t , the words second. Luther fashioned the 
.words t o the tune. The rhythm o f the song was always i n 
h i s ear as he worked on i t . He c a r e f u l l y f i t t e d the 
s y l l a b l e s t o the notes. I n c e r t a i n places i t i s seen 
t h a t he d i d v i o l e n c e t o the language t o f i t i t t o the 
exigencies of the music. 
Dr Bridges remarked t h a t a l l o l d tunes should be harmonized i n 
the manner of t h e i r t i m e , and the long i n i t i a l s and f i n a l s of 
the l i n e s r e t a i n e d . The tunes of T a l l i s and Gibbons should 
n e i t h e r be neglected nor re-arranged. Bourgeois used the 
a l t e r n a t i o n of long and short notes i n h i s rhythm, as i n . 
"Windsor" - see Music Example, page 188a. He c o n t r i b u t e d "A 
( 2) 
P r a c t i c a l Discourse on Some P r i n c i p l e s of Hymn-singing"} ' 
which r e v i v e d the tunes of the Genevan P s a l t e r i n t h e i r 
o r i g i n a l rhythm. . 
Pursuing h i s p i o n e e r i n g reforms i n the choice of hymn-
tunes, and s t y l e of rhythm and harmony, he published "The 
Yattendon Hymnal" (I899) w i t h one hundred hymns f o r i+-part 
open score unaccompanied s i n g i n g , using the t r e b l e , a l t o , 
t e n o r , and bass c l e f s , o s t e n s i b l y (and s u r e l y o p t i m i s t i c a l l y ? ) 
1) . "Hymns t h a t have Helped", I n t r o d u c t i o n , page 12.. 
2) . J.T.S. (October I899); separately published at Oxford 
i n 1901. 
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f o r a v i l l a g e c h o i r ; the tunes were mostly from the Genevan 
P s a l t e r , and none of them l a t e r than the e a r l y eighteenth 
century. His standards f o r the music were J.S.Bach, Bourgeois 
J.Clark, 0.Gibbons and T . T a l l i s ; the book also used H.Lawes 
and C r o f t . His c o - e d i t o r was the Oxford Professor H.E. 
Wooldridge (18U5-1917)» a n d- n s w a s helped also by W.Barclay 
Squire, C.Wood, J.S.Liddle, P.O.Buck, M.B.Foster and G.H.Palmer. 
"The Yattendon Hymnal" was h i g h l y important but never popular; 
i t brought a s t r i k i n g challenge to the i n f e r i o r hymnody of 
the n i n e t e e n t h century, which Bridges c r i t i c i z e d f o r i t s 
profuse use of p a t h e t i c chords which have a d e l e t e r i o u s e f f e c t 
upon the emotions. The book had immense i n f l u e n c e upon 
s c h o l a r l y research, and upon some l a t e r c o m p i l a t i o n s , e s p e c i a l l y 
"The E n g l i s h Hymnal" (1906); "The Oxford Hymn Book"(l908) too 
was compiled l a r g e l y on these p r i n c i p l e s . The Preface says: 
"Among the o l d melodies which i t i s the c h i e f o b j e c t of 
t h i s book t o r e s t o r e t o use, some w i l l be found which 
w i l l be q u i t e new t o the p u b l i c , while others w i l l be 
f a m i l i a r though i n a somewhat d i f f e r e n t form. The 
greater number of these o l d tunes are, without question, 
of an excellence which sets them above e i t h e r the 
enhancement or r u i n of Time, and at present when so much 
a t t e n t i o n i s given to music i t i s t o be desired t h a t 
such masterpieces should not be hidden away from the 
p u b l i c , or only put f o r t h i n a co r r u p t and degraded form. 
1). "Collected Essays XXI-XXVI", pages 50-52:-
"A French musician named Louis Bourgeois, whom C a l v i n 
brought w i t h him t o Geneva i n 15^ -1, was an e x t r a o r d i n a r y 
genius i n melody; he remained at Geneva about 15 years, 
and i n t h a t time compiled a P s a l t e r of 85 tunes, almost 
a l l of which are of great m e r i t , and many of the highest 
excellence. (But they should be r e s t o r e d t o t h e i r 
o r i g i n a l f o r m ) . They are masterpieces which have remained 
popular from the f i r s t , and the best t h a t can be imagined 
f o r solemn congregational s i n g i n g . The d i f f i c u l t y i s t o 
f i n d words t o s u i t t h e i r v a r i e d measures. These tunes i n 
d i g n i t y , solemnity, pathos and melodic s o l i d i t y leave 
nothing to d e s i r e . " 
k1' 
(138a. 
Extracts from -'The Yattendon Hymnal*' 
"Windsor"; set by G.Kirby i n Bste'e P s a l t e r U 5 9 2 ) . 
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H. Isaak; rtInnsbruck,,(cl490-1500), o r i g i n a l l y i n Georg 
Forster's "Teutseher Liedlein"(1539), to "Isbruck, i c h muse 
dich lassen". In 1598 i t was adopted for sacred words: "0 
Welt, i c h muss dich lassen"; and i n the 17th century to P. 
Oarhardt's "Nun ruhen a l l e WsjLder!,(M.H.B.946). 
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"Nun ruhen a l l e Wilder"; i n "Musae Sioniae Michaelis 
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The o r i g i n of t h i s hook was my attempt, when precentor 
of a v i l l a g e c h o i r , t o provide b e t t e r s e t t i n g s o f - t h e 
hymns than those i n use. Where the hymn has t o he 
t r a n s l a t e d from a f o r e i g n language, some r e c o n s t r u c t i o n 
i s g e n e r a l l y i n e v i t a b l e , and i t can f o l l o w no b e t t e r aim 
than t h a t of mutual enforcement o f words and.music. 
The words owe a courtesy t o the music; f o r i f a balance 
be s t r u c k between the words and the music of hymns, i t 
w i l l be found to be h e a v i l y i n favour of the musicians, 
whose f i n e work has been unscrupulously a l t e r e d and 
reduced t o d.ulness by E n g l i s h compilers, w i t h the ob j e c t 
of conforming i t i n rhythm t o words t h a t are unworthy 
of any music whatever. The c h i e f offenders here are the 
p r o t e s t a n t reformers, whose m e t r i c a l psalms, which the 
melodies were t o r t u r e d t o f i t , e x h i b i t great f u t i l i t y 
and wantonly.' s p o i l f i n e music. 
The book i s intended t o encourage unaccompanied s i n g i n g . 
A c h o i r t h a t cannot sing unaccompanied, cannot sing at 
a l l ; and t h i s i s not an uncommon c o n d i t i o n i n our 
churches, where ch o i r s with, v a r y i n g success accompany the 
eagan." 
I give e x t r a c t s from Y.H. which show the o r i g i n a l rhythm and 
harmony of tunes which are i n common use today (Music Exap.fELe 
pages I88a-I88d). 
The Yattendon Hymnal at the end of the n i n e t e e n t h century 
i n i t i a t e d profound changes vh i c h were continued i n t o the t u r n 
of the century by "Songs of Syon", H.A.M.(190U) and "The 
Oxford Hymn Book", and which had a f a r - r e a c h i n g e f f e c t on the 
s t y l e and scope o f a l l subsequent E n g l i s h hymnody, i n c l u d i n g , , 
of course, Methodist hymnody. 
SONGS OF SYON (190U), e d i t e d by the Rev.G-.R.Woodward, Dr C.Wood 
and the Rev.G-.H.Palmer. Woddward had accomplished much 
research i n hymnology and mediaeval c a r o l s . The book included 
unaccompanied plai n s o n g , e a r l y l i t u r g i c a l hymns, Lutheran 
times, much of J.S.Bach, E n g l i s h , S c o t t i s h and French Psalm 
tunes. Although not much used i t s e l f , Songs of Syon has exer-
c i s e d great i n f l u e n c e as an e x c e l l e n t source-book. I giv e 
e x t r a c t s (Music Example, pages I89a-l89b). 
Songs of Syon(l904); 3rd & enlarged edition(1910). (189a, 
Old French P s a l t e r and other foreign tunes were set to many 
double-rimes and feminine endings, henee were often altered 
to suit English words. Thus "Dix'^M. H. B. 681) i s an adapted 
rhythm from "Treuer Ilellandp wilr Bind hier"(Trochaic 
7676776). Kocher Ts melody i s dated 1858. = 
_£2_ 
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HYMNS ANCIENT AND MODERN (1901+) was the r e s u l t of immense 
s c h o l a r l y research; upon i t was "based the " H i s t o r i c a l E d i t i o n " 
(1909) issued anonymously "by Dr Prere; i t had many new hymns 
and tunes, and many exclusions; and the t e x t s were "brought 
nearer t o the o r i g i n a l s . C.V.Stanford and C.H.H.Parry helped 
w i t h the music. There was a f u l l r e p r e s e n t a t i o n of the ancient 
Sarum O f f i c e Hymns f o r the Church Seasons and F e s t i v a l s , 
w i t h t h e i r Proper tunes; the tunes o f Bourgeois, Gibbons and 
some from the eighteenth century were r e - i n t r o d u c e d . The great 
m e r i t s of t h i s ISOk e d i t i o n caused i t s u t t e r f a i l u r e ; i t 
deleted the worst type of "mission" tunes (a s e c t i o n which i s 
always m u s i c a l l y retrograde i n any hymnbook) - a reform which 
was one of the f a c t o r s i n the book fs u n p o p u l a r i t y . 
Two e v i l s have beset the modern P r o t e s t a n t hymnal: the 
e d i t o r i a l obsession t h a t the music must be f a m i l i a r , 
and t h a t the t r a d i t i o n a l p a r t n e r s h i p between c e r t a i n 
t e x t s and tunes must be preserved. Devotion t o t h i s 
polios'- has r e s u l t e d i n the p e r p e t u a t i n g from, generation 
t o generation o f many t e x t s and much music of i n f e r i o r 
worth. The average q u a l i t y o f denominational hymnals 
i s not h i g h , b u t i n recent years three books of o u t -
standing m e r i t have appeared, namely, "The E n g l i s h 
Hymnal", the "Oxford Hymn Book" and "Songs o f Pr a i s e . " ( l ) 
THE ENGLISH HYMNAL (1906) was e d i t e d by P.Dearmer (who has at 
l e a s t three hymns i n M.H.B.), R.Vaughan-Williams (who con-
t r i b u t e d f i n e tunes i n the modern idiom such as "Down Ampney" 
(M.H.B.273) and "Sine nomine" M.H.B.832) and M a r t i n Shaw (who 
1). H.D.M. page 3^7. 
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has s i x tunes i n M.H.B.) I t was a great landmark i n E n g l i s h 
hymnody; i t had a l i b e r a t i n g i n f l u e n c e and provided f r e s h 
i n s i g h t s ; i t m i l i t a t e d against the usual weak i m i t a t i o n s of 
Spohr, Gounod and Mendelssohn; i t r e s t o r e d the o r i g i n a l 
rhythms of many of the Old P s a l t e r tunes. I t f o l l o w e d i n the 
steps of the Yattendon Hymnal and Songs of Syon, and included 
p l a i n s o n g , French Church melodies, German chorales, French, 
Swiss and S c o t t i s h Psalm Tunes, E n g l i s h l 6 t h - l 8 t h century 
tunes ( i n c l u d i n g some "by T a l l i s , Gibbons and- the Tudor 
musicians, f o l k tunes, English and Welsh t r a d i t i o n a l melodies. 
THE OXFORD HYMN BOOK (1908); the musical e d i t o r was Dr B a s i l 
Harwood, o r g a n i s t of C h r i s t Church. The Preface s t a t e s : 
We have endeavoured t o present the tunes i n an aut h e n t i c 
shape, though we have not f e l t bound i n v a r i a b l y t o 
r e j e c t a l l m o d i f i c a t i o n s of the o r i g i n a l t e x t . The 
harmonies t o plainsong tunes are f o r accompaniment o n l y . 
The o l d En g l i s h tunes were w r i t t e n i n f r e e t i m e , and i n 
the o l d e r harmonized p s a l t e r s were p r i n t e d w i t h o u t b a r s , 
w i t h the melody i n the tenor. We have t r a n s f e r r e d i t t o 
the t r e b l e ; but the harmony has been s t r i c t l y k e p t , and 
where p o s s i b l e we have simply transposed the p a r t s . Our 
gui d i n g p r i n c i p l e has been t o look f o r tunes o f a broad 
and d i g n i f i e d c haracter; t o avoid harmony of a l u x u r i o u s 
and chromatic type; we have not used any adaptations 
from modern secular melodies. We have taken the f i n e 
tunes and harmonizations of Samuel Sebastian Wesley from 
the "European Psalmist"; many of these are c u r i o u s l y 
l i t t l e known. The words of some few hymns are so c l o s e l y 
associated w i t h a p a r t i c u l a r tune t h a t i t seems reasonable 
to admit the tune though i t appears t o us below the 
standard; when we have done t h i s we have l e f t the composers 
to speak f o r themselves, and not attempted t o improve 
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